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Abstract 
The thesis is an attempt to study the poetry of Agha Shahid Ali in detail trying 
to cover almost whole of his poetry. The thesis has attempted to examine Agha 
Shahid All's multicultural upbringing and its influence on the themes and techniques 
of his poetry. Ali sees himself as a part of many cultiires— Kashmiri, Indian, Islamic 
and Western, and his poetry gives glimpse of his journey from one culture to another, 
and from one home to another. He writes about his home, both old and new, and tries 
to retrieve the loss of his culture and home through poetry. I have approached my 
thesis reading whole of his poetry together, and not forming titles of the chapters 
based on the title of his books, but on the various themes and concerns that become 
subject of his poetry. 
The thesis has been divided into five chapters besides Introduction and 
Conclusion. Chapter I of the thesis is "Agha Shahid Ali and the Modem Indian 
English Poetic Tradition." The chapter deals with Ali in context of the post 
independence modem Indian English poetic tradition; particularly with reference to 
the poets like Nissim Ezekiel, A K Ramanujan, Kamala Das, Arun Kolatkar, Arvind 
Krishna Mehrotra, Gieve Patel, Meena Alexander, Shiv K Kumar etc. The chapter 
argues that Ali was less influenced by his senior contemporaries in India and more by 
English modernists like D E Hume and T S Eliot. The chapter has focused on All's 
earlier poetry. Bone Sculptor (1972) and In Memory of Begum Akhtar{\91%) which he 
wrote while living in India. In Bone Sculptor influence of Eliot is quite vivid as he 
sketches an atmosphere of a wasteland where he appears to be as skeptic and hopeless 
as "Gerontion" and "Hollow Man" of T S Eliot. The chapter ftirther discusses his 
engagement with the Indo-Islamic tradition, and his poems on Faiz, Begam Akhtar 
and other connoisseurs of Indo-Islamic art and literature. In these poems he Uiments 
the loss of the Indo-Islamic Urdu tradition which suffered a great deal in India due to 
parthion and the post partition politics. The chapter further discusses marginalization 
of Agha Shahid Ali by the Indian critics. The main reasons being that his \vriting 
focuses more on the Indo-Islamic tradition and culture which, strangely, is not seen as 
typically Indian tradition by many critics. The chapter has also tried to explain how 
Ali has been doubly marginalized, both at the societal and spatial level. 
Chapter 11 "Agha Shahid Ali and his Kashmir Agony" deals with Ali's 
engagement with Kashmir in diaspora: how he feels to be away from his home and 
how he relies on memory to seek home. Ali considered himself to be a melange of 
multiple cultures which have affected his identity, but he always liked to be called a 
Kashmiri-American. He was passionately linked with his home and in the last days 
wished to die there. This is quite well reflected in his poetry, while away from home 
he banks on his memories which, in exile, seem to be the only comfort to remunerate 
the loss. But with the rise of violence in Kashmir Ali's vision shift from diasporic 
longing to the pain of fellow sufferers in Kashmir. The chapter has read Ali's poems 
as elegies on Kashmir, Srinagar and Rizwan. The chapter reads Ali's poems using 
Carolyn Forche's concept of "The Poetry of Witness" where to bear witness is to 
protest against the atrocities, as these poems might be the only evidence that the 
incident has taken place. These witness poems of Ali are marked with strong sense of 
the hidden anger, protest, fractured language and gothic imagery. In addition, the 
chapter has tried to read these poems in the framework of Ghassan Kanafani's 
concept of Resistance Literature. In addition, the metaphor of letters and messages, 
which overwhelm the book The Country Without a Post Office, has been analyzed 
from Austin's theory of the Performative language. 
Chapter III "America in the Poetry of Agha Shahid Ali," attempts to situate 
Agha Shahid AH in context of the Asian American poetry, particularly in relation with 
the South Asian American poets. America for Ali, like for many other diasporic 
writers, became his second home. His two books, A Walk through Yellow Pages 
(1987) and A Nostalgist's Map of America (1991) focus entirely on America. The 
chapter reads Ali as a travel writer, who works as a cartographer, set out to sketch 
geographical and psychological map of America. The chapter has particularly focused 
on All's engagement with the politics of mapping, and has tried to show how All's 
mode of sketching the map is actually an attempt to deconstruct the colonial project 
where the politics of mapping was one of the power structures. In addition, Ali has 
focused on the plight of Native Americans: destruction of their lives, culture, places 
and languages in the post Columbian times. Ali has talked about vanishing of the 
Native American tribes and has mainly focused on their dying languages. In his 
poems, "A Nostalgist's Map of America" and "In Search of Evanescence", while 
describing the tragedy that befell the Natives, Ali uses Emily Dickinson's metaphor of 
"evanescence": a tendency to disappear, to vanish away, to fade away to evaporate in 
order to portray the holocaust of their disappearance. Agha Shahid Ali has carried on 
this idea in some poems parodied from Grimms tales. The chapter has read these tales 
in comparison with earlier readings by some critics like Jack Zipes, Talairach-
Vielmas, Carol Mavor, etc. to show how All's use of parody is an attempt to tell how 
the violence and ideology are used in a language by the dominant to augment power. 
Chapter IV of the thesis "Transnationalism, Cultural Plurality, and Sufism in 
the Poetry of Agha Shahid Ali." discusses Agha Shahid All's poetry in relation with 
the postcolonial concepts like migration, diaspora, transnationalism, hybridity, 
cosmopolitanism, multiculturalism, identity, cultural plurality, etc. The chapter 
discusses how Agha Shahid Ali, in diaspora, while trying to strike a balance between 
the home culture and host culture attains a hybrid or pluralistic identity. The cftapter, 
while discussing poems like "From Another Desert", and "Rooms are Never 
Finished" attempts to show how, in All's poetry, there is syncretism of \arious 
cultures and traditions, which make his identity, like his poetry, pluralistic and 
transnational. The space in which the diaporic writer like Ali exercises his craft is 
termed as third space; it is a space which contains mixture of different cultures where 
cultural meanings not only differ but, to use the poststructuralist term, also defer. The 
Chapter also attempts to show the influence of Sufism on the poetry of Ali The 
chapter argued, in the backdrop of Amitav Ghosh's statement that Agha Shahid Ali 
writes in the tradition of Rumi and Kabir, that the Sufi influence on Agha Shahid Ali 
is mechanical and not as a result of any lived experience as is the case with Rumi and 
Kabir. The chapter has further discussed some aspects of Sufism and Mysticism to 
mark the difference between mysticism, mystic inclination and mystic influence. In 
case of Agha Shahid Ali, the chapter argues, it is the cultural influence of Sufism 
which has shaped his poetry. The chapter has also discussed in detail various Sufi 
symbols and Sufi concepts used by Agha shahid Ali. 
Chapter V "Translation and Transcreation: A Note on Agha Shahid Ali's 
Craft." has concentrated on the formal aspects of Ali's poetry mostly with reference to 
his ghazals and translation of Faiz Ahmad Faiz. Besides, the chapter has attempted to 
show how Ali, like a postcolonial writer abrogates, appropriates, subverts and rejects 
the Standard English; and this mode of language is quite syncretistic where sounds 
and modes of Urdu language get conjugated with English. His use of language is 
eclectic where one finds a melange of different styles which in turn affects the 
semiotics of his poetry. His Indo-Islamic cultural background has helped him to 
achieve this. One of the most important forms that have become quite popular is his 
ghazals in the English language. The chapter has discussed evolution of ghazal in 
English literature which started from the translation of Persian classics in Victorian 
times, but came into limelight with Aejaz Ahmads Ghazals of Ghalib, then Ghazals 
by John Hollander and Adrienne Rich. Agha Shahid All's Ghazals are unique in their 
kind for he is the first one to write ghazals in proper formal and thematic pattern with 
maqta, matla, qafia, radif, takhaluss, etc. In addition, Ali has written these ghazals in 
Indo-islamic tradition of Ghazal writing called Sabke-Hindi and he borrows his 
metaphors and symbols from this tradition. The chapter also deals with All's 
translation of Faiz Ahmad Faiz which Ali published as a book entitled The Rebel's 
Silhouette. These translations are more of a transcreations, and Ali transcreates the 
essence in free verse which is poetic and effectual; as a result it is among the best 
translations of Faiz along with that of Naomi Lazard and V Kieman. Thesis has also 
discussed some other forms used by Ali like canzone, Sapphic stanzas, villanelle, 
pantoum, etc. Moreover, thesis has attempted to through some light upon the formal 
evolution in All's poetry: how he moved from free verse in his earlier poetry to strict 
forms in his latter poetry. 
Thesis has concluded that Agha Shahid Ali is a poet of loss and nostalgia, and 
whatever may be theme and form of his poetry it is always tinged with loss. People 
who mostly become subject of his poetry are the under privileged be it people of 
Kashmir, Bosnia or Native Americans. Language of Ali is not typically a postcolonial 
use of language where a writer deliberately and consciously alters the standard 
language; but his alteration or juxtaposition is confluence of the language which he 
achieved by living and accepting the different cultures without privileging any of 
them. 
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Introduction 
Migration became a norm in the postcolonial era as people began to travel to the 
different parts of the world in search of a job, or for better education, or due tc political 
compulsions and geo-political conflicts. The return to home was quite difficult as the 
objective of migration was usually permanent. Global capitalism has made the dispersal 
rate extremely high but at the same time quite easy. This has led people from different 
backgrounds to settle in places that are geographically, politically and culturally different. 
The people living in these conditions are generally termed as "diaspora". Diaspora refers 
to the people scattered from their original habitat by compulsion or by choice. The term 
was originally used for displacement of Jews, when they were forced to leave the land 
after the destruction of the first temple of Solomon; but the term these days has come to 
refer to the displacement in modem times. Diaspora have a very strong link with the 
homeland, and they find themselves as an ethno-cultural group linked to a certain part of 
a "imagined community" which is always in their mind, always beautiful and rhe best 
(Rushdie 10). But, more than anything else, it is home, a place where one has lived a part 
of one's life, which becomes a cause of desire and longing. As Butler says that more than 
ethnicity (religion and phenotype) it is home land an entity that anchors diasporic 
identity. (204) 
Agha Shahid All is one such writer who did border crossing, therefore, carrying 
with him in his writing a pluralistic legacy which makes him a typical hybrid writer. He 
grew up in Kashmir, went on to live in America in 1974, and use to visit Kashmir to 
spend summer with his parents. He wrote on various themes and issues. The thesis is an 
attempt to study the poetry of Agha Shahid Ali in detail, trying to cover almost whole of 
his poetry. Title of the thesis is Cultural Plurality and Revival: A Study of the Poetry of 
Agha ShahidAli. The thesis will try to examine how All's multicultural upbringing had a 
strong effect on his poetry. The life of Ali where he finds himself to be a part of many 
cultures shaped his themes and techniques. He writes about his home, both old and new; 
and is mostly concerned with loss and the passing away of things. As the nostalgia of the 
old language and culture preoccupy him, he tries to revive it by adopting a different type 
of writing styles and forms. In addition, his language is syncretistic where he juxtaposes 
themes and patterns of two different languages. The thesis will try to look at this new 
form, termed as ghazelesque (Singh), and about how he exploits diverse themes and 
subjects with loss and nostalgia at its roots. 
Home land, for Agha Shahid Ali, like any other emigre, is a point of focus in 
diaspora. When people in diaspora encounter a new environment, they react to it 
depending upon the temperament and on the political and socio-cultural gap between 
their home country and the host country. The encounter leads either to assimilation or 
integration or separation or marginalization. Assimilation refers to a reaction to the new 
environment in which the individual sheds his original identity and adopts a new identity. 
If an individual seeks to remain away from the dominant culture it is called separation. 
On other hand when a person has a good relation with his old culture and new culture 
simultaneously it is called integration. In marginalization a person loses his old cultural 
values as well as the large society (Bhatia and Ram 141). Thus there are various 
processes by which a person goes through the process of acculturation. Its effect on host 
countries, particularly America and Europe, has been vivid with people from different 
religious, geographic and ethnic identities settling in one nation. This has given rise to a 
multicultural society. A multicultural society is one which consists of varied cultural 
groups and it is sometimes synonymously referred to as multiethnic and multiracial, 
meaning the "presence of'non-white' migrant communities in 'white' Western societies; 
therefore giving it racial connotations" (Multiculturalism). Multiculturalism, therefore, is 
a very political and relative term, e.g. The Commission's Report: The Future of Multi-
Ethnic Britain, states "Britain is both a community of citizens and a community of 
communities, both a liberal and a multicultural society, and needs to reconcile their 
sometimes conflicting requirements" (Commission). The statement is ambiguous as it 
claims to assimilate various communities together with "conflicting requirements' 
(Commission). It is usually referred to as liberal multiculturalism. Multiculturalism, 
nowadays, is more of a political than a cultural term, like Samuel P. Huntington calls the 
present age as the age of "the clash of civilizations"; considering that, he claimed that the 
conflict in the post cold war era will not be ideological or economic but the conflict of 
culture; "The clash of civilizations will dominate global politics." (Huntington). This is 
usually now referred to as post-multiculturalism which has given rise to xenophobia in 
the West. 
A "plural society", on other hand, is said to be one characterized by cultural 
sections where "each displays its own relatively distinct pattern of socio-cultural 
integration" (Cross 5). There is, however, a difference between multiculturalism and 
pluralism. As discussed above multiculturalism is a political policy of a state to let the 
people of different cultural backgrounds settle peacefully in a state. Pluralism on other 
hand is a social attitude of people to resist assimilation into a dominant culture and save 
their distinct identity. 
According to Young (1976, 12, 16) "cultural pluralism" should be 
defined in terms of three basic components: "(1) Plurality is with 
relationship to an authoritative arena, the sovereign territorial state . . . 
which provides sharply demarcated boundaries within which groups 
define themselves and each other, and their interaction occurs; (2) Two or 
more socially and politically significant aggregates, differentiated by 
cultural criteria . . . whose competition, interaction, and conflict constitute 
one important ingredient in the overall pattern of political transactions in 
the polity; (3) The bases for these solidarity groupings are commonalities 
or affinities of ethnicity, language, race, caste, assumed blood tie, custom, 
and/or territory." (qtd. in Toffolo 18) 
A person in diaspora while trying to strike a balance between the home culture 
and host culture somehow attains a hybrid identity which is very much reflected in 
diasporic writing. Diaspora writers give voice to their loss and their struggle of the 
confrontation with a new culture. They, through their writing, try to cope with the shock 
of up rootedness. There writings, using Homi K Bhaba's term, are hybrid. Hybridity, 
originally a term from horticulture refers to the mixture of two different cultures, or in 
betweeness where one belongs to neither of the two or belongs to both. Jehan Ramazani 
while commenting upon a line fi-om Derek Walcott's "The Schooner Flight", "...either 
I'm nobody, or I'm a nation"; says, "This nobody contains multitudes (Ramazani 1). This 
multitudinous or plural nature which is found in a migrant is quite vivid in the case of any 
writer, even if his subject is his home. "But under modernity", says Ramazani, "even a 
"national poet" turns out, on closer inspection, to also be a transnational" (14). The space 
in which a writer exercises himself is termed as third space: it is a space which contains a 
mixture of different cultures where cultural meanings not only differ but, to use a 
poststructuralist term, also defer. Thus "the space of hybridity itself, the space in which 
cultural meanings and identities always contain the traces of other meanings and 
identities" (Cultural Diversity 60-62). Given the background of Agha Shahid Ali one 
finds similar concerns and themes in his poetry; it is at same time culturally plural and 
geopolitkally transnational. 
Agha Shahid Ali has written many poetry collections, a translation, a critical 
work, and has edited a book too. Bone-Sculpture (1972) is his first book written in India 
where he experimented with style and has been strongly influenced by his reading of 
Eliot. It deals with loneliness and skepticism. In In Memory of Begum Akhtar (1979), Ali 
seems to have matured as a poet and his Urdu influences are quite noticeable from the 
title of the book. He deals with the concepts he had left in his early book but presents 
them in a style which seems to be his own. The Half-Inch Himalayas (1987) is i^ he first 
book he wrote while living in America; it deals with his strong longing for home, 
Kashmir, besides his family is also the focus of the book. A Walk Through the Yellow 
Pages (1987) presents the surreal and gothic vision of Ali, and the poems deal with 
violence and power. A Nostalgist's Map of America (1991) deals with exile, longing and 
desire. Ali, like a travel poet, sets out to map America and envisions the brutality of 
history, particularly with reference to the Native Americans. The Country Without a Post 
Office (1997) is one of his celebrated books which deals with violence and human rights 
violations in Kashmir. The book is a kind of the "poetry of witness", or resistance 
literature regarding the Kashmir conflict; it is considered to one of the best literary pieces 
written on the issue. Rooms Are Never Finished (2002) deals with death of Ali's mother 
and violence in Kashmir; and he juxtaposes the two with the tragedy of Karbala, 
consequently, the book itself becomes a kind of marsia (Shia poetry of mourning). Call 
Me Ishmael Tonight: A Book ofGhazals (2003) is a book of Ghazals, the first of its type 
in English language where he experiments with traditional forms and theme of Urdu 
ghazal. In addition, Ali also edited a book on ghazals written by various American poets 
under the title Ravishing Disunities: Real Ghazals in English (2000). He also translated 
Faiz Ahmad Faiz which he published as The Rebel's Silhouette: Selected Poems (1995), a 
free verse translation of his select poems. Ali has also written nonfiction: a critical book 
on T S Eliot entitled T. S. Eliot as Editor, 1986. In my thesis I have dealt with all his 
poetry books, including his translation and the edited book of ghazal. 
Not much critical work has been done on Agha Shahid Ali except some articles, 
scholarly papers, obituaries, and interviews. No fiiU-fledged book has been written on 
him until now. Some critics, however, have written very good scholarly papers. Nishat 
Zaidi has written at least three papers on Agha Shahid Ali. Important among them is 
"Center/ Margin Dialectics and the Poetic Form: The Ghazals of Agha Shahid Ali". Zaidi 
in this paper talks about Ghazal in general and how Ali's Ghazal writing in English "is a 
sincere attempt to make his culture available to the world" (55). She goes on to explain 
how this Ghazal writing is an attempt to bridge the two civilizations: East and the West. 
Zaidi explains the pros and cons of Ghazal, discussing the metaphors and figures it uses 
and how the Urdu Ghazal came to be written in Sabki-hindi. In her paper "Translation as 
a 'Third Space': Reading Agha Shahid Ali's translation of Faiz Ahmad Faiz", Zaidi has 
read Ali's translation of Faiz according to Homi K Bhaba's concept of Third Space, a 
dialogic or hyphenated space of in-betweeness. Zaidi sees AH as a poet-translator whose 
finished poems look anew, a kind of a transcreation only possible because Ali lived in 
and experienced both the cultures and languages. 
Amitav Ghosh's article "The Ghat of the Only World: Agha Shahid Ali in 
Brooklyn" is a combination of All's biography, Ghosh's personal interactions with Ali, a 
critical analysis of some of All's poems, and about his death and obituary. This is one of 
the finest articles on Ali equally useful for critic, student or a lay reader. In terms of 
critical analysis the article talks about All's anthology The Country Without a Post Office 
and his relationship with Kashmir, his secular outlook, and Agha Shahid Ali as probably 
being the future National poet of the Independent Kashmir. Ghosh further talks about the 
death of All's mother and the grief it thrust upon Ali, which he vented in the canzone 
"Lenox Hill". Ghosh comments critically on the canzone. 
Shaden M. Tageldin has written a detailed scholarly paper comparing Algerian-
French novelist Sakinna Boukchedenna and Agha Shahid Ali in her paper entitled 
"Reversing the Sentence of Impossible Nostalgia: The Poetics of Postcolonial Migration 
in Sakkina Boukhedenna and Agha Shahid Ali". The paper deals with nostalgia not only 
about the past but about the future also, what she calls "a universal exilic condition" 
which is different fi"om postcolonial migration as it is both retrospective and prospective 
(233). She compares Boukchedenna's novel Journal:«National-Immgre(e)>> with 
All's one and a half page poem "A Butcher". She looks "trans-intra-naturally at the post-
and neo-colonial history" of these hybrid writers (237). She looks at the conversation 
between Ali and Butcher as one between Ali and his alter ego. In his critical analysis of 
the poem she studies Muslims of India from minority space and the dispute of Kashmir, 
reading AH from his position of his un-homely condition, and compares it with French 
colonialism and post colonialism in Algeria. 
In his article "Indigenous Tradition and The Individual Talent: Agha Shahid All, 
Laila/Majnoon, and the Ghazal" Patrick Colm Hogan talks in detail about All's poem 
"From Another Desert" and shows how AH mixes Urdu Ghazal tradition with the 
western modernist poetic tradition. Patrick Colm Hogan goes on further to show 
proximity between T S Eliot's The Waste Land and All's "From Another Desert" 
showing how AH uses the famous Sufi allegory of Laila and Majnoon to give a new 
setting to the waste land. He further talks about Sufi Islam and Radical Islam and the 
perils of radical Islam, and tries to read All's poem in this context. Further he sees AH as 
Ishmael (Ali juxtaposes story of Ismail with Laila Majnoon) and how he mixes his own 
exile with that of Ishmael, the prophet. 
Lawrence Needham's essay on Ali "The Sorrow of a Broken Time": Agha Shahid 
Ali and the Poetry of Loss and Recovery" looks at AH as a poet of loss who like other 
Indian diasporic writers "thematized separation, absence, exile, and loss"(63). Needham 
discusses All's earlier five works including Bone Sculptor and In the Memory ofBegam 
Akhtar which are usually left out by critics. Needham reads Ali as a poet of loss and he 
shows how Ali in his early writings was influenced by the modernist poet T S Eliot and 
the romantic poet P B Shelly simultaneously, which was followed by the influence of 
Urdu poetry leading to his own particular poetic sensibility. 
Jean Chui in his article "Melancholy and Human Rights in A Nostalgist's Map of 
America and Midnight Children " compares Agha Shahid Ali with Salman Rushdie. He 
makes the comparison from a psychoanalytical perspective reflecting on mourning, 
nostalgia and loss in the two writers. Chui also discusses human rights violations like 
ethnic cleansing, state terrorism, religious and class conflict and American Imperialism. 
Xiewan Mai in his article "Mapping America Re-Mapping the World: The 
Cosmopolitanism of Agha Shahid All's 4^ Nostalgist's Map of America. " discusses Ali as 
a post-war travel poet. He has discussed All's mapping of America like a cartographer, 
and tried to show how All's mapping is his acknowledgement and acceptance of his 
second home. 
"Memory has a Homeland: Tropes of Exility in Agha Shahid All's The Country 
Without a Post Office" is the chapter of a thesis by Mahwash Shoaib. It discusses Ali 
relationship with his home both in terms of nostalgia and with reference to the violence in 
Kashmir. He discusses his overt political leanings and the protest against human rights 
violation rendered in lyrics like that of W B Yeats. Comparing the anthology Avith his 
other books he notes that it has been written in an angrier tone seen such as "there are 
traces of suppressed rage in lyrics". (93). He further analyzes how Ali has become 
witness to the atrocities in Kashmir. He reads the anthology as an elegy on the death of a 
city. 
"American by translation: Agha Shahid All's "real" American ghazals", the 
chapter of a thesis by Hallie Elizabeth is about his ghazals and gives a general 
background to the genre of ghazal. He sees him as a "translated" man" since the way he 
wrote has itself challenged the notion of distinction between original and translated (127). 
It also deals with the translation of Faiz, his obsession with Urdu poetry and how he 
internalized Faiz by listening to him in the voice of Begam Akhtar. He compares his 
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ghazals and translation with Ijaz Ahmad's Ghazals of Ghalib and Noami Lazard's 
translations of Faiz. In addition, he discusses All's translation of a long eleven canto 
poem of Mahmoud Darwiash "Eleven Stars over Andulasia". He has also discussed 
Rooms are Never Finished, Real Ghazals in English and its various forms and themes 
besides discussing history and growth of the Ghazal in the US. 
"The Diaspora: Agha Shahid All's Tricultural Nostalgia" is an essay by Bruce 
King in which he discusses All's exile, his multilingual and multicultural upbringing and 
how it had a lasting impact on his life and poetry. He has discussed seven of his 
anthologies and concludes by calling him "increasingly a major poet" with plenty of 
forms, themes, styles and a distinct tone (274). 
The thesis has tried to work out in detail some of the already written critical 
material which the author found quite brief and therefore needed some more explanation. 
In the chapter V on ghazals I have tried to show how mushairas (Urdu poetic symposium) 
and Urdu ghazal singers had a strong effect on the writing of AH. Moreover, thesis has 
tried to look in to some other aspects of All's poetry which have not been worked upon; 
for example deconstructive study of his parody of Grimms tales and some of his poems 
from The Country Without a Post Office; the position of Ali in Indian English poetic 
tradition; Sufi influences on him; comparison with Osip Mandelstam; his Canzones etc. 
The thesis is divided into five chapters. 
Chapter I deals with Ali in the context of post independence modem Indian 
English poetic tradition, particularly that of Nisim Ezekiel, A K Ramanujan, Kamala Das, 
Arun Kolatkar, Arvind Krishna Mehrotra, Gieve Patel, Meena Alexander and Shiv K 
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Kumar. The chapter tries to show how AH was less influenced by hts senior 
contemporaries in India and more by English modernists like T E Hume and 1 S Eliot. 
The chapter has focused on All's earlier poetry which he wrote while living in India. In 
Bone Sculptor the influence of Eliot is quite vivid as he has depicted a kind of a 
wasteland and he sees himself and others as skeptics like Eliot's Gerontion and Hollow 
Man. The chapter further discusses his engagement with the Indo-Islamic tradition and 
his lament for the same. Ali has written poems on Faiz, Begam Akhtar and other 
connoisseurs of Indo-Islamic art and literature. The chapter has dealt with All's longing 
for Urdu language which has suffered negligence in the land of its birth, India, due to 
partition and post partition politics. In some poems he laments the exile of last Indian 
Emperor Bahadur Shah Zafar, and dwells on colonial crimes like the amputating of hands 
of weavers of Bengal. The chapter further discusses how Agha Shahid Ali has been 
marginalized by the Indian critics, and has tried to find some reasons for that: Ali writes 
more about Indo-Islamic tradition which is not seen as a typically Indian tradition by 
many Indian critics. Moreover, his explicit criticism of the Indian state for the gross 
human rights violations is Kashmir is another reason for his marginalization. 
Chapter II deals with All's engagement with Kashmir in diaspora: how he feels to 
be away from his home and how he relies on memory to seek home. He considered 
himself a melange of multiple identities which have affected his upbringing, a Muslim, a 
Kashmiri, an Indian, and an American. He was passionately involved with his honieland, 
Kashmir and preferred to be called a Kashmiri American, and in his last days he wished 
to die there. While living away from home he banks on the "shards of memory", which in 
exile seems to be the only solace. (Rushdie 12) However, with the rise of violence in 
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Kashmir, All's vision shifts from dlasporic longing to the pain of fellow sufferers in 
Kashmir. The chapter has read All's poems as elegies on Kashmir, Rlzwan and Srinagar. 
In addition, the poems have been read using Forche's concept of "The Poetry of Witness" 
where to bear witness is to protest against the atrocities. These witness poems of All are 
marked with strong sense of the hidden anger, protest and a fractured language with some 
gothlc imagery. The thesis has tried show how his poetry is similar to Ghassan 
Kanafani's concept of Resistance Literature, which, to use Barbara Harlow's phrase, 
becomes an "arena of struggle" (8). The chapter has ftirther shown how All's secular 
outlook makes him also to feel the pain of Hindus who were forced to leave the valley; of 
Muslims who live under terrible oppression; of tourists like Hans Christian Ostro who 
was murdered. All's poetry, dealing with post office, stamps and a letter-poem "Dear 
Shahld", has been read using J L Austin's concept of Performative text: statements where 
saying about an act is performing the act; which is differentiated from true/false 
statements called "constatives". These letters, like other letters, (as Derrida says) are kind 
of performative texts which "produce" its absent, "mute" and "hollowed-out" addressee, 
(qtd. in Royle 32) 
Chapter III discusses All's poetry dealing with America and sees him in the 
context of Asian American poetry, particularly South Asian American. Like many other 
dlasporic poets America became All's second home and he began to write about it. All's 
two books A Walk through Yellow Pages (1987) and A Nostalgist's Map of America 
(1991) entirely focus on America. The chapter reads All as a travel writer, working as a 
cartographer who sets out to sketch a geographical and psychological map of America. 
The chapter has focused mainly on Ali's engagement with the politics of mapping, and 
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how Ali's mode of sketching the map is actually an attempt to deconstruct the colonial 
project which "relied heavily on the science of mapping. (Howard 148)." He has mapped 
both North and South America particularly focusing on the plight of Native Americans, 
destruction of their lives, culture, places and languages in the post Columbian times. The 
chapter has shown how Ali empathizes with them as his fellow sufferers along with 
different people around the world; and how his attitude towards Natives in his writing is 
something in between the European-American writers' "construct" and the Native 
American writers' "writing back". Ali has talked about the vanishing of the Native 
American tribes and has particularly focused on their dying languages in his poems "A 
Nostalgist's Map of America" and "In Search of Evanescence". Ali has used Emily 
Dickinson's metaphor evanescence; a tendency to disappear, to vanish away, to fade 
away, and to evaporate: a tendency of non existence. Agha Shahid Ali has exploited this 
idea in some poems parodied from Grimms tales. The chapter has read these tales in 
comparison with earlier readings by some critics like Jack Zipes, Talairach-Vielmas. 
Carol Mavor, etc. Hence, rereading these parodies tells us about the violence and 
ideology used in language by the authority to augment power. By changing the line, 
"How dark inside it was inside the wolf!" (Grimm) to "How warm it was inside the 
wolf!", (Ali 99) Ali, to use Derrida's concept, deconstructs the whole text, so as to reveal 
the inconsistencies and contradictions within the text.(Bertens 72) 
Chapter IV has discussed Ali as writer with a plural sensibility writing somewhat 
hybrid poetry, which is rooted in the eastern tradition and, at the same time, tightl} glued 
with the western tradition. The chapter has attempted to read Ali as a transnational poet 
who transcends to be categorized as a poet belonging to certain area and writing about 
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something particular. The chapter has tried to read some poems like "From Another 
Desert" in detail to discuss diaspora, metissage, creolization, transculturation in his 
poetry which mark his plural identity. The chapter has further discussed Sufi influences 
on Agha Shahid AH which have been as a result of his upbringing. The chapter has tried 
to show that the influence is only mechanical and not a result of some experience, 
therefore not to be confused with tradition of Rumi and Kabir as Amitav Ghosh writes. 
(322) AH, however, has used lot of Sufi symbols and the concept of whadatul wajood 
(Unity of Being) which has been discussed in the chapter. Ali's identity is formed due to 
this culturally plural and transnational living. He carries this exilic identity always with 
him. The chapter has tried to work out in detail on his use of the metaphor of Ishmael, 
who becomes a prototype for him. 
Chapter V concentrates on the formal aspects of Agha Shahid Ali's poetry 
particularly with reference to his ghazals and translations of Faiz Ahmad Faiz. Another 
important aspect is Ali's use of language, like that of postcolonial writers, is which he 
abrogates, appropriates, subverts and rejects the Standard English. (Ashcroft et.al. 6-8). 
The mode of language adopted is quite syncretistic where sounds and modes of Urdu 
language get conjugated with English. His use of language is eclectic where one finds a 
melange of different styles which in turn affect the semiotics of his poetry. Ghazal is one 
of the oldest poetic forms which came from Arabic to Persian and then to Urdu, The 
ghazal like any other type of poetry is both about form and content. The subject of a 
ghazal is normally love written in the form of couplets called sher and each line of a 
couplet is called misra. Ghazal has rhythm and rhyme which are called qafia and radif 
respectively; both radif said qafia follow a scheme aa ba ca da ea and so on. Each couplet 
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is independent in respect of its subject. The chapter has discussed the evolution of ghazal 
in English literature which started with the translation of Persian classics into English. It, 
however, got impetus with Ijaz Ahmad's Ghazals ofGhalib followed by ghazals by John 
Hollander and Adrienne Rich. Ali wrote ghazals in the Indo-Islamic tradition of Ghazal 
writing called Sabke-Hindi, and he borrowed his metaphors and symbols from this 
tradition. The chapter has discussed both the books of ghazals: All's Call Me Ishmael 
Tonight and his edited book Ravishing Disunities: Real Ghazals in English. The chapter 
also deals with All's translation of Faiz Ahmad Faiz which Ali published as a book 
entitled The Rebel's Silhouette, where his translations are more of a transcreation. Ali has 
transcreate the essence in free verse which is poetic and known the best translations of 
Faiz in the English language along with that of Naomi Lazard and V G Kieman. 
The thesis is a humble attempt to study the poetry of Agha Shahid Ali, and does 
not claim to be conclusive work on his poetry. 
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Chapter I 
Agha Shahid Ali and the Modern Indian English Poetic Tradition. 
This chapter will attempt to briefly introduce the modem Indian English poetic 
tradition and try to situate Agha Shahid Ali in it, and compare him with some of the 
modem Indian English poets. The chapter will further focus on his engagement with 
India while he lived in India, and in diaspora; besides looking at the early influences of 
modernism on him. In addition, the chapter will deal on the subject of his 
marginalization by the Indian critics. 
Indian literature in English came into being with the publication of Dean 
Mohmet's Travels (1794) which is a mixture of autobiography and memoir, in which he 
describes several important cities of India along with Britain's military conquests. 
Similarly, C V Bo^xi^'s Accounts ofJams(1808) and Raja Ramohan Rao's Oeuvre(1817-
1833) contributed to the early prose writing in English. With Macaulay's minutes English 
language became firmly rooted in India as "a class of persons Indian in blood and colour 
and English in taste, opinions and morals..." began to grow (qtd. in The Victorian)." 
Coming to poetry, C V Ramasawami published an English translation of seventeenth-
century Sanskrit poem vishwagunadarshana in 1825; but it was only a translation and not 
the original. Henry Deroza( 1809-31?) is considered to be the first Indian English poet. 
He published the Falser ofJungheera, Poems, The Metrical Tale and Other Poems; all 
of them in 1827. Michael Madhusdan Dutt (1824-730) wrote two long poems in English: 
The Captive Ladie, and Visions of the Past both published in 1849. He alluded to all the 
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greats of English writers like Spencer, Shakespeare, Milton, Scott, Byron, Wordsworth, 
etc. 
The Three Dutt brothers, Govin, Giris and Hur collaborated to write a book of 
poetry, The Dutt Family Album (1870). Toru Dutt (18567-1877) is considered to be the 
first true Indian English poet. She is the first Indian poet to use Hindu philosophy and 
Hindu myths like karma, pantheism etc. explicitly and with an ease in the English 
language. Her poems like "Our Casuarinas Tree", "The Lotus", "Ancient Ballads" etc are 
remarkably wonderful. Aurobindo Ghose (1872-1950), commonly known as Sri 
Aurobindo, was sent to England at the age of seven, therefore, received English education 
from the very beginning. His main poetic concerns were spiritual and mystic, which he 
took from the Hindu tradition; as a result, he produced a great epic, Savitri, whose theme 
is man's realization of the divine. Rabindranath Tagore (1861-1941) was one of the 
greatest men of his age: being a poet, short-story writer, dramatist, novelist, painter, 
composer, educationist and nationalist- all at the same time. He first wrote in Bengali, 
and later on translated some of his devotional lyrics into English, and published them 
under the title Gitanjali (1912) which won him the Nobel Prize in 1913. His poetry like 
Aurobindo's is devotional and mystic. 
Sarojni Naidu (1878-1949) sailed to England at the age of sixteen, studied at 
Cambridge, was highly influenced by the Rhymers' Club, and received encouragement 
from esteemed persons like Arthur Symons and Edmund Gosse. Within the period of ten 
years she published three books: The Golden Threshold (\905), The Bird of Time (1912) 
and The Broken Wings (1917). She was influenced by both, English Romanticism and the 
Urdu-Persian tradition; and she celebrated both the Hindu and the Islamic legends in her 
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poetry. Her favorite subjects are love and nature; therefore, she came to be known as the 
Nightingale of India. With Sarojni Naidu, the era of Indo-Anglian Poetic tradition came 
to an end and modem poetry began to take roots. 
Nasim Ezekiel was the harbinger of the modem English poetry in Indian as he 
brought modemism in it. Consequently, poets after Ezekiel no longer went back to 
Shelley and other Romantics for inspiration. New Inspiration was T S Eliot and the 
modernist movement in the West. It influenced almost all the Indian poets including 
Agha Shahid Ali. 
Modemism as a literary term has a wide application. The term became current 
when writers like T S Eliot, Ezra pound, Virginia Woolf, James Joyce etc. came to the 
literary scene during the first part of the twentieth century. Various movements like 
Naturalism, Symbolism, Impressionism, Post- impressionism. Cubism, Futurism, 
Imagism, Vorticism, Dadaism, Surrealism, which became popular during the age, came 
to widely used in literature, arts, paintings etc. As a result they enhanced the growth of 
modemism. Modemism thus refers to the experimental literature produced during the 
early part of twentieth century. It had its impact on all forms of art: literature, painting, 
music and criticism. Modemism was influenced by aestheticism, an art movement which 
gave the slogan "art for art's sake" (Aestheticism 3) which emphasized that art had no 
didactic or utilitarian role, but was an end in itself English aesthetes like Walter Pater, 
Charles Swinburne and Oscar Wilde believed that art was an end in itself and has no 
social responsibility at all. (Aestheticism 3-4) Their movement influenced the most 
important writers of modem poetry like Eliot, Hulme and Pound. Modemism like any 
other movement didn't begin on particular date but it is usually accepted by critics 
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unanimously that modernism in poetry began with the publication of T S Eliot's The 
Waste Land in 1921. Ezra Pound puts it: "Eliot's Waste Land is I think the justification of 
the "movement", of our modem experiment, since 1900," (qtd. in Whitworth). If the most 
important poem of modernism is The Waste Land; in terms of criticism tne most 
important piece of writing is "The Tradition and the Individual Talent", an essay n which 
Eliot challenged the traditional Wordsworthian notion, according to which poetry "is the 
emotions recollected in tranquility" (Eliot). But now for Eliot, "Poetry is not a turning 
loose of emotion, but an escape from emotion; it is not the expression of personality, but 
an escape from personality'" (Eliot). This anti-romantic perception of poetry laid the 
foundation of the poetry that would be written after that, and modem poetry in India was 
no exception. 
Just as T S Eliot's poetry changed the poetic scenario of the English tradition, 
Ezekiel brought about changes on the Indian poetic scene. He changed the devotional and 
romantic tone of the pre-independence era poetry and brought it to a realistic mode. The 
poetry began to focus on subjects of day to day life like love, desire, poverty, sexuality, 
social relations etc. Ezekiel did not merely change the subject of poetry but the form also. 
His poetry tumed more towards free verse; he used poetic devices like irony and humour 
very normally; and it focused mainly on the Indian urban culture. All this makes him a 
typical Indian poet. In his poetry "Rhetoric is eschewed. Emotional indulgence is 
avoided... [and poetry is] personal, modest, self-deprecatory, ironic, urban, sceptical— 
for subsequent poets to emulate or heed (Patke 247)." He is the one who taught Indians 
how to write about the city, and to do away with the emotions; whose measure erstwhile 
was the standard of measuring the worth of a poet. He sketched the urban life of his cit>, 
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Bombay, and this city for him became more than home— a metaphor, a commitment. "I 
have made my commitments now. / This is one: to stay where I am.../ My backward place 
is where I am (Patke 248)". What London was for Eliot, Bombay became for Ezekiel; 
thus he made talking about the dirty, busy, cramped and noisy place the subject of his 
poetry, which was not found in the Indian English poetic scene, before. "Ezekiel is thus a 
small flame, unlikely to startle into incandescence, but not easily snuffed out."(Patke 
247). 
In the beginning Indian English poetry was not very well received by the native 
readers. However, not to let the movement down, poets like Dom Moraes (1938-2004) 
began to write in the late 50s. Similarly, poets like P Lai and Adil Jussawala also began 
to write in the early 60s. Most important step in the development of Indian English poetry 
in English took place in the mid 50s as many poets, editors and litterateurs committed 
themselves to the upliftment of Indian English Poetry. Nissim Ezekiel joined PEN in 
1955 and The Quest in the same year..r/?e Quest was quite a success as top most poets of 
the time like Kamala Das, A K Ramanujan, Dom Mores, Kotalkar, contributed to the 
journal. Another significant step towards the development of the Indian English poetry 
was P Lai's founding of the Writers Workshop in 1958.Writers Workshop has become 
very important in promoting English Literature in India, publishing for more than 50 
years now, it has published more than 3000 books.' Ezekiel who had gained popularity 
came in the 60s also published his book The Exact Name with the Writers Workshop. 
Agha Shahid AH published two of his early books Bone Scluptors and In Memory of 
Begum Akhtar with the writers Workshop. Like Agha Shahid Ali, many poets who later 
became famous first began with the Writers Workshop:some important names are 
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Kamala Das, K N Daruwalla, Arun Kolatkar, Arvind Krishna Mehrotra, Jayanta 
Mahapatra, Gieve Patel, Meena Alexander, Shiv K Kumar etc. 
Another milestone in the development of the Indian English poetry was the 
recognition of English language by Sahitya Akadmy which began giving prizes for Indian 
writing in English. In the 1963 Indian poets like Kamla Das, P Lai, Nissim Ezekiel were 
included in Margeret O'Donnell's An Anthology of Commonwealth Verse, published in 
London; which was a great achievement. P Lai later on published Modern Indian Poetry 
in English: An Anthology and a Credo an anthology which clubbed hundreds of poets and 
most of them minor poets. It made the anthology very crude and one failed to distinguish 
between the better and the ordinary poets; therefore, the poet-critic, Saleem Peerdina 
criticized the credibility of the anthology. (King 31) The most important Antholog) 
which is still widely read and prescribed as syllabi in various Indian Universities is Ten 
Twentieth Century Indian Poets published by the Oxford University Press, 1976. The 
Anthology established a canon and the book put the best ten Indian English poets 
together: all eggs in one basket. The poets included Nissim Ezekiel, K N Daruwalla, Shiv 
K Kumar, R Parathasarathy, A K Ramunajan,, Kamala Das, A K Mehrotra, Gieve Patel. 
Arun Kolatkar, Patel, and Jayanta Mahapatra. Agha Shahid Ali at that time was only a 
budding poet and could not find the place in the anthology. It was only with the 
publication of A K Mehrotra's Twelve Modern Indian English Poets that Agha Shahid 
Ali entered the canon of Indian English poetry in the 1992. 
Given all these efforts. Modem Indian poetry in English still did not receive as 
much critical attention as poetry from other erstwhile colonies acquired. There are many 
reasons for this; one, that it came to be written after independence (1947), and it did not, 
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like poetry from other nations, dedicate itself for the process of "writing back^"; rather it 
focused mainly on day to day issues like relationships, poverty, sexuality, urban life etc. 
Second important reason is that Indian English poetry has been overshadowed by the 
quantity and quality of fiction written by Indian writers which include at least four 
Booker award winners. 
English in India has for most of its users been, as Raja Rao notes, the language of 
"Intellectual make up", rather than the language of "emotional make up" (296). Language 
of their emotional makeup is generally the mother tongue. This to some extent puts the 
writers in a fix, as Parthasarathy notes, "The Indian who uses the English language feels, 
to some extent, alienated. His development as a poet is sporadic. (3)." But still the writer 
chooses to write in English, as for AH "English in many ways a South Asian language," 
and "it was only natural that the language of his pen turned out to be English" (AH, 
Interview 262), even though his mother tongue is Urdu. Ramanujan writes in English 
because he had his formal education in the language, and, in addition, he has been staying 
away from his mother tongue for more than twenty years now.(Ramanujan) Thus writing 
in English for Indian poets is a matter of choice. Most of them are usually bi-lingual and 
like Ramanujan have their formal education in English. 
Zulfikar Ghose, a pre-Partition Indian poet describes the effect of colonial 
language in his poem "One Chooses a Language," 
The English alphabet dangled it's a 
for Apple when I was eight in Bombay. 
I stuttered and chewed almonds for a cure. 
My tongue, rejecting a vernacular 
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for a new language, resisted utterance. 
Alone, I imitated the accents 
of English soldiers.(qtd. in Katrak 10) 
The language which started as a colonial obligation, however, was accepted and 
internalized by the writers of the later generation. Kamala Das tells us in An Introduction 
about her language and nationality, being Indian and multilingual, she chooses to write in 
English -which is not her mother tongue. Even though she was cautioned not to write in 
the language, she chose to write in the language which became hers. 
The language I speak 
Becomes mine... 
It is half English, half 
Indian, funny perhaps, but it is honest... (Patke 252) 
When it comes to Indian Muslim poets writing in English there are not many; a 
few of them are Saleem Peerdina, Agha Shahid Ali and Tabish Khair. Agha Shahid ali 
was bom in Delhi, had his early schooling there; he studied in a college at Srinagar and 
did his MA from Delhi University. He later on taught at Delhi University, and during his 
early period he published two books. Bone Sculpture (1972) and In Memory of Begum 
Akhtar (1978) with the Writers Workshop, Calcutta. Thus his early period of 
development was rooted in India. 
Ali started writing poetry in the 1970s when modem poetry had found its roots in 
India and there was a crop of Indian poets: Nassim Ezekiel, A K Ramunajan, R 
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Parathasarathy, Kamala Das, A K Mehrotra, Arun Kolatkar, Gieve Patel, and Jayanta 
Mahapatra. This was the post Ezekiel era, and Kolatkar's book of verse Jejuri had won 
the commonwealth poetry prize in 1977. 
Agha Shahid Ali received less impetus from the traditions set up by Ezekiel and 
others, rather it was his engagement with western modem poetry, particularly that of T S 
Eliot that shaped his early writing. All's tells about his influence in the poem 
"Introduction": at fifteen he was influenced by the English Romantics particularly 
Shelley. It was only at the age of eighteen "A PhD from Leeds/ ... brought the waste-
land", (Ali, In Memory 13) and this had a great influence on his early poetry. Images of 
bones, death, graves, and desert are found through and through in Bone Sculpture, Ali is 
so much obsessed with death that "Death punctuated all ... [his] poems" (Ali, In Memory 
13). T S Eliot's poems like "The Waste Land", "Gerontion", "Love Song of J. Alfred 
Prufrock" and "The Hollow Men" reverberate in Bone Sculptor. His distrust with 
modem city life as a teenager found an apt metaphor in the poetry of T S Eliot and other 
modemists; however, Shelley kept on intmding time and again. Modem poetry is usually 
obsessed with death and the image of death, which according to Triggs, has been derived 
from T S Eliot's and other modemists influence of Dante. Triggs notes that Dante's 
influence on the modem English poets is even more than that of Shakespeare and Milton, 
particularly his image of death; so much so that T S Eliot went on to call his style as a 
"universal school of style" (TriggsI). 
In T S Eliot's "The Hollow Men" death strikes everywhere beginning from the 
famous sentence of Joseph Conrad's novel Heart of Darkness "Mistah Kurtz—he dead." 
It goes from "death's other Kingdom", "death's dream kingdom", "death's twilight 
28 
kingdom", "dead land", to "dead man's hand." In Agha Shahid AH death follows the 
similar pattern: for him, "the Years are dead (Mi, Bone 11)", "Death fills the years (All, 
Bone 11)" , "stubborn to death (Ali, Bone 19)", "carving the stillness/of dead leaves(Ali, 
Bone 21)", "Share this death of Another/time with me(AIi, Bone 23)", "whisper the/ 
smile/ of his death(Ali, Bone 29)", etc. Atmosphere and sensibility of the poems like 
"The Waste Land" and "Gerontion" is quite evident in the poems like "Another Desert" 
and "Autumn in Srinagar." "Another Death" is full of words like death, bones, skeleton, 
stones etc; the mood is somber and influence of Eliot is apparent (Ali, Bt^ ne 23). 
Likewise "Autumn in Srinagar" sketches the atmosphere "like Sybil suspended in a jar or 
Gerontion seated on the garbage heap..." (Needham 12). The mood of the most poems of 
the book is like that of Gerontion where the old man is at the "final stage of human 
misery when there is nothing to do but brood over what little remains of a life that came 
rather early to have no principle of direction except its worldly interests; and to wish and 
wait for death, which is imminent, as its perfect ending"(Tate 138) But Ali is only 
twenty, he feels the angst and is "still alone" with "Death fill[ing] the years"( Ali, Bones 
11). All's ennui is modernistic where he is trying to grapple with the question of life, and 
the world before him is full of strangeness where nothing happens. The narrator of the 
poem Gerontion is not named "as geron, who is any old man, but as gerontion, a little old 
man, shrunken in body and soul."(Tate 145) Therefore, Ali is not geron, the old man, but 
the man fed up with the world which for him is full of meaninglessness. Bones and death 
represent the waste land which Ali, a gerontion, a hollow man, feels around himself He 
is distrusted with the world around him which appears to him like a desert aevoid of 
growth, vegetation and beauty. Thus Ali, following Eliot, is "mixing/ Memory and 
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desire" (Ali, Bone 11), and "mixing blood with/ mud, memory with memory" (Ali, Bone 
11). And notably there is a cause of his ennui: "I'm/ still alone" (Ali, Bone 11). 
Although, Agha Shahid Ali was greatly influenced by T S Eliot, still to some 
extent, he could not do away with the influence of the English Romantics, particularly 
that of "Shelly the Prophet (Ali, In Memory 13)." It is quite evident in his second book 
of poetry, In Memory of Begum Akhtar. The book, moreover, is marked by strong distrust 
with religion, mainly because of his early education where he was influenced more by 
Marx and Freud and less by the religious scriptures. 
No one taught me the Koran. 
My father mouthed Freud and Marx, 
Mother had long since discarded the veil. 
We ate pork secretly. (Ali, In Memory 20) 
The angst and ennui which we see in his early verse now develops in the strong 
distrust with religion. "Dreams of Islam crumbled for" (Ali, In Memory 21) him when 
servant's shoe was lost in the mosque and he gave no heed to the call of prayer. As 
Lawrence notes that it is the "convenient occasion" for All's previous distrust with 
religion (Needham 13). And as his "voice cracked on Ghalib/ And ... forgot the texture 
of prayer (Ali, In Memory 21)"; his grandmother could say nothing but ""My grandson is 
lost to us"" (Ali, In Memory 20). 
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Thus, In the Memory of Begam Akhtar presents Ali as a secular- Marxist. 
Marxism was not quite apparent in the modem Indian English poets like Ezekiel and 
others. Ali on other hand was highly influenced by the Urdu writers, particularly Faiz 
who was an important member of the progressive writers association (PWA), and whose 
writing was more socially inclined. The movement had waned during the 70s when Ali 
came on the scene; but Faiz was still reverberating through the voice of Begum Akhtar, 
Iqbal Bano and others. Ali had internalized him by listening to these great voices. His 
socialist influences are quite clear in the book. The poem THE WALLED CITY: 7 
POEMS ON DELHI ((Ali, In Memory 29-35) focuses on the beggars and their hunger. In 
the part 1 he even sees Allah in rags-
From tomb to tomb 
I chew the ash of prayers 
Won't poetry happen to me? 
Caught in the lanes of history, 
don't I qualify now? 
I have seen Allah in rags 
extend the earth like a begging bowl. (Ali, In Memory 29) 
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In the part 3 "the streets light up/with the smiles of beggars" (AH, In Memory 31). 
In the part 4 the poet carries '"the beggar women's hunger" (AH, In Memory 32) in his 
hands while he is in the coffee house; she is "eating morsels of her night" (AH, In 
Memory 20). In the part 6 while looking for the old man with "ancient beard" (AH, In 
Memory 34) who used to be there in all seasons in the dirt comer; the sweeper informs 
him that "he took him away/with the morning garbage" (AH, In Memory 34). In the part 
7, the poet is in the air conditioned restaurant drinking beer, he keeps himself away from 
the outside stench and "outside the beggars/laze in empty tins, /peeling the sun" (AH, In 
Memory 35). These poems try to show the poverty, destitution and the growing gap 
between rich and the poor on the streets of Delhi, which is somewhat similar to the 
concerns of the progressive writers. However, his socialistic concerns did not find a 
permanent place in his poetry as his subject kept on changing. 
Agha Shahid AH came from a culturally rich family where, besides English, Urdu 
and Persian poetry and literature were talked about in abundance. He was brought up 
reading and listening to the poetry of greats like Hafiz, Ghalib, Mir, Faiz etc. His 
upbringing in a culturally rich Islamic milieu had a lasting influence on his poetry. His 
poetry concerned with the Indo- Islamic culture is both a lament and nostalgia. His poem 
A Butcher (AH, The Veiled 47-48) depicts his lament of the Indo-Islamic-Urdu tradition. 
He talks about the butcher shop in the "lane near Jama Masjid". Jama Masjid represents 
the old rich Indo-Indian tradition, and the mosque built by Mughal Emperor Shah Jahan 
used to be the cultural centre of the pre-partition Indian Muslims. AH deliberately talks 
about the mosque and the area around it which is still Muslim dominated, but the 
"Beggars now live here" (AH, The Veiled 50); thus mosque becomes an apt metaphor to 
32 
lament the lost culture. Similarly a butcher hacking festival goats, wrapping "kilos of 
meat" (Ali, The Veiled 47) also represents Muslim culture— the meat eating culture 
instead of Hindu vegetarian culture. In the poem he, in fact, laments the loss of the Urdu 
language, or to be more appropriate, the Urdu script. The butcher wraps meat in the used 
Urdu newspaper and, 
the ink of the news 
stains his knuckles, 
the script is wet 
in his palms: Urdu, 
bloody at his finger tips, 
is still fine on his lips, 
the language polished smooth 
by knives 
on knives (Ali, The Veiled 47). 
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AH talks about script and not the language as it is the script which is more 
important than the language since there is not much difference between Hindi and Urdu. 
Hindi uses some Sanskrit words and metaphors from the Hindu culture, while Urdu uses 
some Persian-Arabic words and metaphors, besides using some glottal and nasal sounds 
which can only be represented in Urdu script.^  Therefore, script of the language 
represents culture in this case. The script "wet in his palms" (AH, The Veiled 47) 
represents the not very old tradition but at the same time diminishing; and "Urdu, bloody 
at his finger tips" (AH, The Veiled 47) connotes the bloodshed of the partition which left 
thousands dead; and because of this bloody freedom Urdu language and culture suffered 
immensely in India particularly in the erstwhile cultural epicenters - Old Delhi and 
Lucknow; and governments step-motherly treatment towards the language made it worse. 
Urdu "fine on his lips" (Ali, The Veiled 47) hints towards the peculiarity of the language 
using glottal and nasal sounds besides being a bit formal which makes it a "sweet-
language". 
Then Ali talks about quoting Mir and Ghalib who are the representative figures of 
the Urdu literature, whose poetry has passed through a generation of oral tradition by 
quoting them quite often, and through singing. People instead of making a statement or a 
comment quote a couplet which speaks volumes. Ali talks about quoting a Ghalib line 
and butcher completes it, and he later on completes the Mir line quoted by the butcher. 
This is also a kind of mannerism in Urdu speaking elite, a person quotes a line, stops, and 
allows the addressee to complete it, knowing that he knows it; or addressee quotes the 
second line before the speaker could complete the first just to show that he knows it too. 
Shaden M Tageldin compares Sakkina Boukchedenna's novel Journal:«National-
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Immgre(e)» with All's one and a half page poem "A Butcher". She looks at the 
conversation between Ali and Butcher as one between Ali and his alter ego. She further 
notes about the poem. 
Here the metrics of the body and the metrics of poetry converge. For this double 
measure of flesh is, indeed, a poetic measure: it is the embodied equivalent of the couplet, 
the very form on which the Urdu ghazal—so important to Ali's poetics—depends. ... 
All's "A Butcher" explicitly constitutes the broken coupling of the migrant and the never 
left as a broken couplet—a default on a contract of shared cultural memory that 
transpires, briefly, between the returned emigre and the rooted native. (253) 
Thus, in the poem, Ali mixes his exilic consciousness with the partition of the 
subcontinent and with the vanishing Urdu culture of India; where the butcher, the 
continent and the language become, for him, "the other." A The poem ends with Ali 
handing over money to the butcher and "The change clutters our moment of courtesy'" 
(Ali, The Veiled 48).The change certainly refers to money but it also represents the 
change of the tradition after the partition, and "moment of courtesy" refers to ihe talk 
which was in a polite behavior (as the word courtesy means so) which quite becomes the 
Urdu language the "sweet-tongue" it is. This change snaps or breaks the language in the 
mid way here in India and which leaves Ghalib's Ghazals unrhymed. (Ali, The Veiled 
47) The last line concludes and magnifies what he has been saying throughout the poem. 
"Ghalib who is to Urdu what Shakespeare is to English, Dante is to Italian"( Ali, The 
Veiled 270), and his Ghazals are epitome of the Urdu tradition; hence his Ghazals being 
left unrhymed adds pathos to the poem, rather culminates the tragedy of Urdu in India. 
Ali is not writing from political point of view condemning partition or step-motherly 
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treatment of Urdu in India. He is a poet of loss and he simply laments the bygone Urdu 
tradition, the tradition in which he grew up and the language which is his mother tongue. 
This idea is also found in All's early poems "Learning Urdu" and "After the 
Partition of India". The latter, he says, is the revision of the former. "Learning Urdu" is 
for mohd. ramzan malik (sic) who seems to be the person in question in the poem. He 
comes from Jammu region which saw the bloodiest catastrophe, the "victim of a 
continent broken" (Ali In Memory 27) in the 1947 as more than two lakh were killed and 
lakhs forced to leave the region. (Bloodied Massacre of Kashmir) The man remembers 
nothing, he says, but "half the word/ that was my village" (Ali In Memory 27). He "who 
knew Mir backwards/ and the whole of Divan-e-Ghalib, /saw poetry dissolve into letters 
of blood," (Ali In Memory 27). Therefore the fate of the people and the language was 
same: it was dived and killed. Urdu was amputated, divided and murdered by the 
partition; the way it divided people, families and land. Ali says he couldn't sympathize 
but "only wanted the bitter couplets explained" (Ali In Memory 27). Thus he is trying to 
express the pain of the destruction of the Urdu poetic culture, as he says in the latter 
poem. 
History broke the back 
of poetry: he will soon 
remember nothing, not 
even Ghalib (Ali In Memory 28). 
36 
AH has written elegies in the lament of great connoisseurs of art like Begum 
Akhtar, Rasoolan Bai, Faiz Ahmad Faiz; to the extent that he has named his second book 
of verse after Begum Akhtar— In Memory of Begum Akhtar. Besides that there are lots 
of allusions to the artists like Bismillah Khan, music type like Qawwali etc. He laments 
the loss of Rasoolan Bai whose house was burned in the Ahmedabad riots in 1969 and 
poet "could only preserve/her breaking voice/while the house was burned its bhairavi" 
(AH In Memory 27). He wrote the elegy on Begum Akhtar in his book In Memory of 
begum Akhtar and later on republished it in The Half Inch Himalaya. The lament in both 
cases becomes the lament for the art they were related with, as he writes on Begum 
Akhtar, "Ghazal, that death-sustaining widow, / sobs in dingy archives, hooked to you" 
(AH, The Veiled 53) 
Similarly in the elegy on Faiz, he refers to his liking of Faiz via listening to 
Begam Akhtar. For AH she is music, poetry and voice in one. "...Begum Akhtar, who 
wore your couplets/ into ragas: both language and music/were sharpened."(A 11, The 
Veiled 58) Begum Akhtar for him, therefore, represents and personifies the Indo- Islamic 
art and literature, and while lamenting her death he actually laments the death of the 
Indo-Islamic art and culture. 
We get to know from Amitav Ghosh that Ali'f was emotionally involved with his 
mother and Begum Akhtar and AH loved both (Ghosh 315). It is hijf mother who helped 
him to translate Faiz into English. Ali's mother was well versed in both Persian and Urdu 
literature and she was from Lucknow— the "city of culture"; and it is from her he 
inherited the legacy of Urdu (Indo-Islamic) culture. Begum Akhtar's love added to his 
affection with the culture; in that way it had a lasting influence on him and his poetry. 
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You've finally polished catstrophe, 
the note you seasoned with decades 
of Ghalib, Mir, Faiz: 
I innovate on a noteless raga. (AH, The Veiled 54) 
Although Agha Shahid AH in his poetry about India has mainly focused on Indo-
Islamic culture, but, since he had a secular upbringing, he has also written much about the 
Hindu tradition and culture. Amitav Ghosh tells us how Agha Shahid AH once as a child 
wanted to build a temple and later on adored it with a goddess, and how her mother 
encouraged him in doing so.(Ghosh 318) Moreover he extremely liked "Kashmiri food in 
Pandit style" food and himself cooked some dishes in America.(Ghosh 314) He has titled 
many of his poems in his career with Hindu headings like Pilgrimage to Amarnath, 
Deepavali, Deevali in his early books while he was in India. In his later poetry written in 
America, he translated a Bhajan, a Hindu devotional song (from a Bollywood movie) into 
English. Besides that, we find allusions to the Hindu myths and culture throughout his 
poetry. 
The poetry AH wrote while in America also shows pain, loss and nostalgia for his 
old culture. Now, he is more mature, and the loss is not merely felt but also accepted; and 
memories stay with him. In a poem like The Decca Gauzes AH mixes the stark historical 
reality with his sweet memories. Agha Shahid AH banks a lot on his memory, and we find 
him going back to the past in lot of his poems. Here, in this poem, while mixing memory 
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with history; he becomes political; postcolonial to be more appropriate where he ponders 
over a colonial brutality like amputating of weavers' hands. Even though, AH is not a 
committed postcolonial writer like Chinua Achebe, Derrick Walcott, etc but since he 
lives in the postcolonial period and comes from the erstwhile colony, he can't escape the 
reality. Before lamenting the "dead art now" (Ali, The Veiled 42), he tells us about the 
beauty of art, making the loss more painful. The gauzes "known as woven air running/ 
water, evening dew ;"( Ali, The Veiled 42) which his grandmother once wore was 
original as "it was pulled, all/ six yards, through a ring" (Ali, The Veiled 43). While 
commemorating the great art he shifts to the painful and bleak story. 
In history we learn: the hands 
of weavers were amputated, 
the looms of Bengal silenced, 
and the cotton shipped raw 
by British to England.( Ali, The Veiled 42-43) 
Thus, he strikes the postcolonial chord sketching the terror and exploitation of 
imperialism and its effect on the subcontinent, all done to benefit the Industrialists in the 
Britain. At the same time he talks about her grandmother's Decca-gauze sari which she 
received in dowry, when it tore, she cut it to make handkerchiefs for her younger ones. 
Cutting of sari and tearing it apart can be compared with amputating of weavers' hands. 
They could not inherit the sari as they were no more made, and they had to satisfy 
themselves with handkerchiefs cut from the sari. Similarly, artists with amputated hands 
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could not teach the art of making Decca gauzes to the new generation. Ali ends the poem 
on nostalgic- romantic note, noting how her grand-mother compared morning air with the 
Decca Gauzes; thus mixing memory, pain and history. 
"Poetry and history share one burden: memory."(Patk:e 36). This is true about all 
Indian poets particularly Agha Shahid Ali and A K Ramanujan: both were obsessed with 
the memories, particularly remembering their families. A Lost Memory of Delhi, he 
remembers year of his birth where he sees his father who is younger than him in Delhi, 
near Okhla riding a bicycle. (Ali, The Veiled 30). He goes into the lane of his memory to 
remember his mother "a recent bride" (Ali, The Veiled 30) and listens to "The bells of 
her anklets [which] are distant/like the sound of china" (AH, The Veiled). Then memory 
goes back to the photograph whose image in the mind must be the thing that incites the 
memory and, thereby the imagination which makes his parents younger than him. He 
"want[s] to tell them" that he is their son, but "the night of his being" is quite and "they 
don't they won't hear" him (Ali, The Veiled 30-31). Ali like A K Ramanujan seems to 
recompense the loss by memories. 
Memory, 
In a crowd of memories, seems 
To have no place 
At all for unforgettable things. (The Oxford 21). 
When an interviewer asked Ramanujan about his use of memory in his poetry, he 
answered: 
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I don't really know. I simply write poems as they occur to me... I have number of 
poems which are obsessed with memories itself, memory as history and myth, memory as 
one's own past— the presence of the past— t^he way the present gathers to itself different 
pasts. (Ramanujan) 
Agha Shahid Ali was bom in a Shia Muslim family. The most important feature 
of Shia Islam that differentiates it from Sunni Islam is the mourning of Shias in the month 
of Muharram; which marks the month of martyrdom of Imam Husain, grandson of the 
Prophet Muhammad, in the battle of Karbala. We find many references to Karbala and 
Muharram in his poetry. Husain was killed in the battle of Karbala along with other 
seventy-one companions while fighting the troops of Yazid in 61 AH (680AD). Two days 
after the catastrophe seventy-two heads were showcased in the markets and women were 
taken as captives. Shia Muslims mourn the death every year on Ashura (10^ Muharram) 
singing elegies in the remembrance of the slain, and bleed their bodies by beating 
themselves with chains. The mourning is so intense that it appears, like Ali says, "as if 
the news has just reached them— fourteen hundred years after the Battle of Karbala (Ali, 
The Veiled 250)". 
We find the reference to Karbala and Muharram in many of his anthologies, but 
his poem From Amherst to Kashmir is full-fledged poem referring to Muharram and 
Karbala. Here he juxtaposes the tragic death of his mother with death of Hussain There 
is a very old tradition of the poetry of mourning in the memory of the martyrs of Karbala 
called marsiyax n Urdu, Persian and other Muslim languages. Ali seems to be the first 
writer in English who has made an attempt to write marsiya in English. "From Amherst 
to Kashmir" is divided into twelve parts. The first part is a prosy description of the 
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historical background of the tragedy of Karbala. The description is not merely a historical 
account but has references to the Prophet Jesus and his disciples asking him about 
weeping of gazelles, when they pass through the plain of Karbala. Jesus says they do it 
for the grief of Husain, and he himself weeps for the same reason. Similarly Ali alludes to 
the story of Abraham and the sacrifice of his son Ishmael who was ransomed by a sheep 
brought from heaven. The sheep couldn't suffice and it is Hussain who has to pay the 
price, and, "Abraham foreknew all and wept bitterly" (Ali, The Veiled 251). The aura of 
description is somber and weepy, very similar to the shia Muharram majlis— the 
gathering listening to the morose sermon describing the tragedy of Karbala. Therefore, 
one can say that the part one of the poem is a kind of poetic majlis. 
If part 1 is a majlis. Part 2 of the poem is a marsiya which Agha Shahid Ali titles 
as "Zainab's Lament in Damascus". Here he tries to reproduce the elegy which Zainab 
might have sung in the memory of her brother Hussain. First line of the marsiya "Over 
Hussains mansion what night has fallen" becomes the leitmotif of the poem. The marsiya 
ends on a sad and weeping note like the traditional nawah "Weep for my brother/World, 
weep for Hussain" (Ali, The Veiled 255). 
In rest of the poem we find him juxtaposing the tragic death of Husain with death 
of his mother and he remembers his mother weeping, and when he enquires, she answers, 
'"... it is Zainab's / grief, that's air"(Ali, The Veiled 261). Ali, in this 12 part poem 
translates Faiz's poem Memory (yaad), a bhajan from hindi movie titled, "Film Bhajan 
Found on a 78 RPM", and Ghazal of Ghalib. All these translated pieces are about 
memory, loss, longing and death which suites the mood of the poem. He remembers the 
mother's cry, which is the Zainab's cry, in turn the cry of gazelle; the cry, he says , is so 
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heightened "that even in memory it lets the memory cease", therefore he becomes 
obsessed with memory and mourning. The mood is similar to the first lines o*' his first 
poem, "Bones" in his first book. Bone Sclupture (1972), written twenty six years before 
this poem: 
The years are dead. I'm 
twenty, a mouner in Mohorrum 
Procession, mixing blood with 
mud, memory with memory... (AH, Bone 11). 
Karbala has different meaning for different people; Iranian revolutionary writer, 
Ali Sharyati, influence by Heidegger gave an "existentialist reading of the tragedy of 
Karbala" (Afary, and Anderson 60) and deduced a message of sacrifice and martyrdom 
from it. For him Imam Hussain's martyrdom gives a "message to the whole world, to be 
the eloquent tongue of this flowing blood and these resting bodies among the walking 
dead.",(qtd in Mehdi). Similarly Michel Foucault was impressed by ta'ziyeh play which he 
saw during ashura in Iran, and his admiration for die celebrations was his obsession with pre-
modanity. (Voss). However, for Ali it is a metaphor of loss and pastness of time. Ali 
mourns it along with death of his mother. Thus this is not only a marsiya for Husain, but 
for his mother also. While mourning death of his mother, Ali in the poem "Lenox Hill" 
becomes mother of his mother. (Ali, The Veiled 248) This mothering is also indirectly 
seen in "From Amherst to Kashmir" where, like Zainab who laments the death of Husian, 
Ali laments the death of his mother. His grief which starts from the grief of his mother 
goes to his mother's grief of Zainab and to Zainab's grief of Hussain, thus a universal 
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grief which transcends time, like the tragedy of Karbala. Mahmoud Ayoub writes about 
the Karbala rituals that "in the ritualistic moment, serial time becomes the bridge 
connecting primordial time and its special history with the timeless eternity of the future. 
The eternal fulfillment of time becomes the goal of human time and history."(Mehdi). 
Karbala or Muharram for Ali, therefore, is not simply the remembrance of the martyrdom 
of Husain, but a metaphor of loss, exile, memory, grief and pain. 
While Agha Shahid Ali has adopted diverse themes and styles in his poetry and 
has been termed by Bruce King as "increasingly major poet" (King 274); he has, 
however, not been well received by Indian Critics. It is mostly after he got international 
acclimation that he began to make name in India. He is found in very few Indian 
anthologies, whereas, he makes his name in various American and International 
anthologies including the Harold Bloom's and The Norton Anthology of Poetry where 
only three other Indian poets have been able to find their place.'' A recent anthology, 60 
Indian Poets edited by Jeet Thayil, published by Penguin, India in 2008 which covers 
almost all the Indian English Poets does not find a mention of Agha Shahid Ali. Writing 
about the missing of Agha Shahid Ali, Ruth Vanita, Sujatha Bhatt, and Meena Alexander, 
Gopi K. Kottoor, says that the "logic of the deletions is ... baffling." (The Hindu). Keki 
N Daruwalla praises the anthology, but says that All's absence is "Non-sense", and adds 
that "he should have been there. ... I regard him as a good poet, very good poet; 
sensitive" (Daruwalla); Tabish Khair says that the two finest Indian English poets are A 
K Ramanujan and Agha Shahid Ali; others come later. (Khair) 
All's poetry is largely multicultural where at the same time he is Muslim, Indian 
and American, therefore, a transnational poet. His emotional involvement with Indian 
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Muslim culture and his obsession with the same is one important reason for Mi being 
marginalized by the Indian critics, and the anthologies of Indian English Poetrj; as their 
main focus is on "nationalistic", and "native" poetry, rather than foreign or non-native 
poetry. His obsession with Urdu led him to write Ghazals in English which is his great 
gift to the world literature, (c.f. S"' Chap) But Urdu, the language which influenced his 
writing, is considered by the traditionalists in India, as a language of foreign descent 
which has nothing to do with Sanskrit or Hindu culture. 
Persian (in its Indian form) and Urdu have maintained the Perso-Arabic stylistic 
devices, metaphors and symbolism. It is this aspect of Urdu that alienated it from the 
traditionalist Hindus, who believe that in its formal experimentation, thematic range, and 
metaphor, it maintained an 'un-Indian' (Islamic) tradition, and continues to seek 
inspiration fi-om such non-native traditions. (Kachru 293) 
Another important reason due to which Agha Shahid AH got marginalized in India 
is that Indian critics have failed to accept or understand the Indo-Islamic tradition as 
something Indian. Indo-Islamic culture is a hybrid of Indian culture and Islamic culture, 
particularly Sufi culture which is found in the Indian architecture, poetry, literature, food 
and so on. Movies produced by Bollywood, the most popular entertainment industry in 
India, are equally in Urdu as they are in Hindi; as the language used in simple, therefore, 
comes very near to Urdu rather than Sanskritized Hindi. Almost all the Bollywood songs, 
except few bhajans and other devotional songs, are written in Urdu even by the Hindi 
writers. They only use Hindi script but metaphors and mazmoon of the songs is from 
Urdu culture. In addition, Bollywood singers use glottal and nasal sounds which are the 
peculiarities of the Urdu language. Therefore, Bollywood, a major Indian cultural 
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industry, since its existence, has not been able to do away with Urdu cultural tradition. 
But many nationalists fail to accept the so called foreign culture in land ftill of diverse 
geographies, languages and cultures. Ali says about the Urdu culture and his affiliation 
with it, 
Of course all this has to do with an emotional identification on my part with north 
Indian Muslim culture, which is steeped in Urdu. I, as I have grown older, have felt the 
need to identify myself as a north Indian Muslim (not in any sectarian sense but in 
cultural sense). And I do not feel that this culture is necessarily the province of the 
Muslims (after all, Firaq Gorakhpuri was a Hindu) and many non-Muslim Indians can 
also consider themselves cuhurally Muslim. I think I am among the very few of the 
Indians writing in English who is identifying himself in these terms. However, I do not 
want in all cases to be straitjacketed by these remarks; I want this to be a prominent but 
not exclusive element in my work. [qtd. in Mehrotra] 
But, ironically, Agha Shahid Ali is straitjacketed by the same thing he cautions. 
The main reason is that the post Independence poetry in India has mostly been seen from 
the nationalistic point of veiw. R Parthasarathy remarks that "Any evaluation of Indian 
verse is usually bedeviled by the question of national identity (Partha 5)." And Bruce 
King points out that "Seth and Ali published and gained recognition abroad where no one 
asked them whether they were Indian but judged their book in comparison with other 
poets and found them outstanding" (King 296). He further adds that "Recognition of 
Indian English poetry had long been delayed by an older cultural nationalism ... (King 
296). Thus Ali's poetry is seen more from the nationalistic point of view where he does 
not qualify to be in the canon; therefore, marginalized. Moreover, in The Country Without 
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a Post Office, AH has remorsefully sketched the gross human rights violations by the 
Indian state in Kashmir, (c.f. Chap 3). This book has been received quite well in Kashmir 
and at the international level too; however, in India the book has not received much 
critical attention with exceptions like Amitav Ghosh. (Ghosh) Hence, this critically 
acclaimed book has also been overlooked in India for the same nationalistic reasons, as 
AH is found portraying the state apparatus in bad light. 
Thus Agha Shahid All's marginalization is somewhat a peculiar case. Marginality 
is defined in terms of two major types spatial and societal; societal includes demography, 
religion, culture and social structure, and spatial is based on physical location and 
distance from the centre. Expatriate writers like Meena Alexander, Shujatta Butt, Vikram 
Seth can be taken as marginalized (if at all they are marginalized) on the spatial level as 
they have been living outside India. Ali belongs to the same group, but he is doubly 
marginalized as he is marginalized on the societal level also (which includes culture and 
religion), unlike others writing in diaspora. 
Irrespective of all this, given the themes, patterns and forms Agha Shahid Ali has 
used, he will continue to find readers both at the national and international level. His 
themes and concerns may be regional and culture specific, but his poetry is not. Given the 
excellence of his poetry, as discussed in this chapter and will be discussed in the next 
chapters, he, as Bruce King remarks, will continue to be "increasingly a major poet" 
(274). 
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Notes 
1. Writers Workshop, a non-profit publishing house, was founded in 1958, by P. Lai to 
enhance the original writing and translation in the English language. Many of the 
prominent Indian English writers have published with the Writers Workshop. They 
include Nissim Ezekiel, Kamala Das, Ruskin Bond, A K Ramanujan, Shiv Kumar, Adil 
Jussawalla, Keki Daruwalla, Jayanta Mahapatra, Shashi Deshpande, Meena Alexander, 
Vikram Seth, Agha Shahid Ali and others. It can be accessed on 
writersworkshopindia. com 
2. From Bill Ashcroft et al's The Empire Writes Back. 
3. Urdu and Hindi share common roots in Khari Boli and Brij Bhasha spoken in Western 
U P. Urdu is written in Persian-Arabic script, and literature in the Devanagri script 
appeared much later. It was backed by Fort William College, Calcutta where Urdu books 
were rewritten in the Devanagri script, and Arabic and Persian origin words were purged 
from it. Urdu went on to become national language of Pakistan; and in India Urdu got a 
step motherly treatment which relegated its position to a madrassa language. 
4. The Norton Anthology of Poetry, Fifth Edition has included only three Indian poets, A 
K Ramanujan, Dom Moraes and Vikram Seth besides Agha Shahid Ali; and, at the same 
time, only two Indian poets, Vikram Seth and Agha Shahid Ali ,figure in The Norton 
Anthology of Poetry, Shorter Fifth Edition. "All's work has been included in both 
mainstream and alternative American anthologies, such as Drive, They Said: Poems 
About Americans and Their Cars (1994), The Arnold Anthology of Post-Colonial 
Literatures in English (1996), Contours of the Heart: Asian American Poetry (1996), 
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Night Out: Poems About Hotels, Motels, Restaurants and Bars(l997), The New Bread 
Loaf Anthology of Contemporary American Poetry (1999), The Best of the Nation: 
Selections from the Independent Magazine of Politics and Culture (2000), The Penguin 
Book of the Sonnet: 500 Years of a Classic Tradition in English (2001), From Totems to 
Hi p Hop: A Multicultural Anthology of Poetry Across the Americas, 1900-2002 (2003), 
Away: The Indian Writer As An Expatriate(200A). Also see, for instance. Premonitions: 
The Kaya Anthology of New Asian American Poetry, Great American Prose Poems: 
From Poe to the Present. A critical study guide to his poetry in The Country is also 
available by Gale's Poetry for Students" (Shoaib 81 -82). 
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Chapter II 
Agha Shahid Ali and his Kashmir Agony. 
The chapter will attempt to discuss All's relationship with his home, Kashmir, 
vis-a-vis his life in diaspora. It will further try to show how, with the rise of violence in 
Kashmir, his attitude towards homeland changes from memory to mourning. The chapter 
will further try to discuss All's poetry in the light of Carolyn Forche's concept of the 
Poetry of Witness. 
Diaspora as a term has become ubiquitous in our day; and like many other 
concepts it also dates back to the Greeks. For them diaspora was horticulture term 
"derived from the Greek verb speiro (to sow) and the preposition dia (over)" (Cohen 
viii), referring to the scattering and dispersal of seeds. The term was later used for human 
migration as this "etymology of seeds and sperm as carriers of both culture and 
reproductive capacity is central to this description of diaspora, too" (Kalra, Kaur, and 
Hutnyk 9). But diaspora until the recent past has been specifically used for Jewish 
displacement when they were forcefiilly exiled from Babylon in the 6* century BC by 
Nebuchadnezzar II. But with the advent of globalization, migration is the norm and 
people willingly travel in search of a job, an education, a business etc. making the term 
more general. Diaspora, in simple words, as an anthropological term, can be defined as 
dispersal or migration of a people, by will or force, from its homeland, where the reason 
may be business, war, natural disaster, forced labour, finding a job, pursuit of better 
education etc. This dispersal results in desire, separation, nostalgia, and inclination 
towards homeland; and this nostalgic condition for the roots is one of the peculiarities of 
diaspora. Home thus becomes a centre of focus and it haunts like anything. Yet, it is more 
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of an abstract idea which doesn't have a particurSf^^fWrtignifier: it could be a faint 
image of memories in the mind, a past that will no more return, loss of something that 
cannot be gained, in short, it is something more than a house which we miss in exile, and 
which we feel like a hunch or an inkling. As Lim puts it "'Home'...could be a domestic 
site of comfort and security... [or] mythic homeland left behind... [or] multilocal, yet it 
is, paradoxically, never fiilly ours for all times ... [and] Lacan would call "the never-
here," since "it is here when I search there; [and] it is there when I am here" (xiii). 
Diasporic writers idealize home like a beloved who is praised like a beautiful 
woman, cruel when wooed, and lost when searched; therefore, never to return. Home thus 
becomes centre of writer's imagination and nothing substitutes it; or it becomes, as Avtar 
Brah would say, "... a mythic place of desire in the diasporic imagination" (Brah 
188).Writers in exile try to rebuild the lost home through their creative energies; and 
through their engagement with letters and words they try to substitute it with the house of 
bricks and stones. Amato notes that "Home is the site of natural epiphanies: the sky and 
the earth touch in a certain way, horizons are vast or impeded, light has a certain quality 
of radiance, rain comes in steady drizzles or downpours" (17). 
Agha Shahid AH, being an emigre living in America, feels the same way about his 
lost home, Kashmir. "Postcard fi-om Kashmir" is one of the exemplary diasporic poems. 
In the poem AH tries to view his past, present and the future relationship with home; and 
the relationship and engagement is via memory, where the poem, as Ramazani notes, 
"suggests that memory and artifice transform the very past he pursues" (602). He further 
says that "The postcolonial poem, like a postcard, risks miniaturizing, idealizing and 
ultimately displacing the remembered native landscape." (603) 
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Kashmir shrinks into my mailbox; 
my home a neat four by six inches. 
I always loved neatness. Now I hold 
the half-inch Himalayas in my hand. 
This is home. And this the closest 
I'll ever be to home. When I return, 
the colours won't be so brilliant, 
the Jhelum's waters so clean, 
so ultramarine. My love 
so overexposed. 
And my memory will be a little 
out of focus, in it 
a giant negative, black 
and white, still underdeveloped. (AH, The Veiled 29) 
Kashmir's shrinking in the mailbox for Ali is attenuation of Kashmir as an artifice 
or illustration in the mind which is imagined, created and unreal, but always there to 
enable the writer to be ever home. Image is based on distant memory which is blurred 
and when the writer will revisit the "imagined community" he will be shocked to see the 
contrast between the real and the imagined. Imagined is idyllic, pristine and beautiful, but 
reality is that Jhelum won't be "so clean, so ultramarine." (Ali, The Veiled 29). The 
picture in the mind through the eye of memory is like a child's fearful ghostly image, 
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which is surrealistic, and poet cannot find any descriptive metaphor to explain the 
aberrant, save "a giant negative, black/ and white, still underdeveloped" (Ali, The Veiled 
29). Home thus becomes a gothic or surrealistic mental image which "exists in a 
fractured, discontinuous relationship with the present" (McLeod 211). All's concept of 
home is similar to that of Salman Rushdie, who talks about a black and white photograph 
hanging on the wall which was taken before his birth in 1946. The photograph created a 
mental image of home in his mind and when he visited the house, the black and white 
memory in his mind was startled to see the colourful reality: 
The photograph had naturally been taken in black and white; and 
my memory, feeding on such images as this, had begun to see my 
childhood in the same way, monochromatically. The colours of my history 
had seeped out of my mind's eye; now my other two eyes were assaulted 
by colours, by the vividness of the red tiles, the yellow-edged green of 
cactus-leaves, the brilliance of bougainvillaea creeper. (Rushdie 9) 
Likewise, in "Prayer Rug" memories take Ali back to revisit the faith of his 
grandmother and other women, and we come to know about their prayers and pilgrimage 
of his grandmother to Mecca. However, between the intervals of prayers, we find women 
busy "pulling thick threads/ through vegetables/ rosaries of ginger/ of rustling peppers/ in 
autumn drying for winter..." (Ali, The Veiled 40). This putting of vegetables together by 
threading is essential so that they will useful in harsh winters when getting fresh 
vegetables become difficult. Likewise, piling up memories helps him to survive in exile, 
away from home. Now away irom home he banks on stockpile of these memories which 
are the only solace in homelessness; and by revisiting these archives of memory, he 
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creates beautiful poems. As Rushdie puts it: "The shards of memory acquired greater 
status, greater resonance, because they were remains; fragmentation made trivia] things 
seem like symbols and the mundane acquired numinous qualities" (10 ). All's memories 
do not disown him but they remain with him and enable him, what Rushdie says, to 
"look back in the knowledge—which gives rise to profound uncertainties— ... that we 
will, in short, create fictions, not actual cities or villages, but invisible ones, imaginary 
homelands, Indias of the mind"(10). In a poem like "The Season of the Plains" All's 
memories take him to the memories of his mother, when she once remembered the plains 
of Lucknow in the mountainous valley of Kashmir, recollecting songs of thumri-singers 
in the monsoon rains. All is mixing his memories with the memories of his mother; and 
these memories, which he adapts into poems, become a kind of memorabilia which banks 
on these metaphors. And "Through metaphor", as Cynthia Ozick says "the past has the 
capacity to imagine us, and we it."(qtd. in Seyhan 23) 
Given the particular feelings of the people in diaspora, however, the experience of 
diaspora is relative: everybody has his own particular experience. As Amato says, "All 
diasporas are unhappy, but every diaspora is unhappy in its own way" (1). Accordingly, 
Agha Shahid All's diaspora is different in its own way. Agha Shahid All's engagement 
with his home is twofold: one, like any other diasporic writer he longs for the return; and 
second, it is mourning of violence and terror in his homeland, Kashmir. The poems 
discussed above sketch his simple longing for home and in some other poems he laments 
the violence in Kashmir. 
"The Blessed Word: A Prologue" is a prologue to the book The Country Without 
a Post Office, indicating what the book will be about and the events it will cover, a kind 
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of "a preliminary discourse"( Prologue). The prologue tells us about the atrocities in 
Kashmir, and it quotes an epigraph from Osip Mandelstam's untitled poem, 'We shall 
meet again in Petersburg." Mandelstam (1891-1938), was a Russian poet and essayist, 
during Stalin's rule (1927-1953) in the Soviet Union. He was an anti-conformist and 
wrote against Joseph Stalin's dictatorial rule during which more than twenty million 
people were killed, many of whom were starved to death, and more than a million 
executed for opposing the government rule. He was detained for being "anti-government" 
in May 1938 and sent to five year imprisonment where he died of starvation the same 
year. 
Thus, AH juxtaposes violence under Stalin's rule in Russia in the 1930s with the 
atrocities in Kashmir in the 1990s. Here Ali is not merely parodying Mandelstam's 
poem, but he is also trying to bring the point home by hinting towards the catastrophe in 
Russia so as to portray, for his readers, the sheer height of tragedy in Kashmir. He quotes 
the Quran as a second epigraph to the poem (the verse which speaks about the 
resurrection) to sketch the image of apocalypse by juxtaposing it with the biblical 
apocalyptic image "buried sun" (Mandelstam) used by Mandelstam. The would-be-
apocalypse promised by the scriptures, for Ali, seems to have already captured Srinagar, 
and Petersburg having already gone through it.' 
All's promise to meet his friend, Irfan, seems to remain unftilfilled as he has made 
"it in Mandelstam's velvet dark, in the black void." (Ali, The Veiled 171) Thus Srinagar 
like Soviet is now black and dark due to atrocities, to the extent that "When you leave in 
the morning, you never know you'll return" (Ali, The Veiled 171); which is a daily 
tragedy in Kashmir, now. Now grief of Habba Khatun, 16* century Kashmiri poet, Ali 
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feels, becomes everybody's grief; and everybody seems to sing her poignant longings 
which "hills have reechoed for four hundred years" ( AH, The Veiled 172) and have 
passed from generations through oral tradition— a hallmark of Kashmiri poetic culture. 
In henna I have dyed my hands. 
When will he come? 
I die, while he roams distant lands. 
My heart is numb! 
O, where is now the day's delight? 
I've waited long. (Khatoon) 
Mandelstam "invents Petersburg and [Ali] invents Srinagar an imaginary 
homeland"; (Ali, The Veiled 172) imaginary for Mandelstam because Petersburg is no 
more there, neither in name nor as a capital and revolution has made it worse. "No 
writer", says Berman, "was more obsessed with Petersburg's passing away, or more 
determined to remember what was lost, than Osip Mandelstam." (272). For Ali Srinagar 
is imaginary because he is living in the US (imaginary homeland from Rushdie), and he 
imagines the destruction and catastrophe of the city in diaspora. 
Structure of "The Prologue" is quite different from the structure of other poems in 
the book. It is a prose poem, written as prose with all necessary elements of poetry like 
rhythm, rhyme, repetition, imagery etc. Juxtaposition with Mandelstam's poem has an 
important role to play in the structure of the prose poem, i.e. to create a poetic effect, as 
Bertens remarks that "Parallelism and juxtaposing go hand in hand to create a 'poetic' 
effect in a prose text" (48). The poem is divided into five parts. Part I introduces 
Mandelstam's untitled poem and we come to know about Petersburg, its velvet void and 
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velvet darkness. Petersburg is juxtaposed with Srinagar, the capital of Kashmir, the latter 
reflecting what the former has already gone through in the 1930s. In first section of the 
part II he cries in the void, the way he can pronounce the name of his motherland, 
Kashmir— may be some one hears in the void. The different ways he cries in the void 
reflect his desperate longing and lament for the tragedy in his motherland. 
Let me cry out in that void, say it as I can. I write on that void: 
kashmir, Kaschmir, Cashmere, Qashmir, Cashmir, Cashmire, 
Kashmere, Cachemire, Cushmeer, Cachmiere, Casmir. Or Cauchemar 
in a sea of stories? Or: Kacmir, Kaschemir, Kasmere, Kachmire, 
Kasmir. Kerseymere? (Ali, The Veiled 171). 
Geetha Dore comments on the All's cry in the void: 
The homophonic play with the name "Kashmir" ... is at 
once a childish sputtering symbolically manipulating the presence and 
absence of the mother figure, a loud and repeated cry from depth of adult 
poet's soul that echoes in the valley.... (Dore 37) 
In second section of the Part II, he compares the condition of Srinagar with the 
bleak portrayal of Petersburg by Osip Mandelstam, quoting almost half of the 
Mandelstam's poem in indirect speech. In Part III, he does away with Mandelstam and 
Petersburg, and Srinagar becomes the point of focus. The astrological imagery used by 
Mandelstam, however continues here and "Guns shoot stars into the sky, the storm of 
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constellations night after night" continues. It's proximity on Earth (Srinagar), is sketched 
through the reference to curfew, identity pass, crackdown, torture etc. AH alludes to the 
Quranic story in which God "must melt sometimes" to save Ibrahim's son Ishmael (AH, 
The Veiled 172). The day is celebrated by Muslims as Id-uz-Zuha, but in Kashmir the 
festival is marked by curfew, and unlike Ishmael's miraculous escape, parents in Kashmir 
are no prophets, and consequently, "Son after son- never to return fi-om the night of 
torture- was taken away." (AH, The Veiled 172). Part IV talks about the blessed word, 
Habba Khatoun, and the continuing atrocities, with allusions to Mandelstam continuing. 
Allusions continue in the part V where "Srinagar hunches like a wild cat" (AH, The 
Veiled 173). The poem ends with a hope that Kashmiris will surely sometime in future 
speak the blessed word for the first time. "The blessed word with no meaning" (AH, The 
Veiled 173) might refer to Kashmir's yearning for "those days of peace when we all were 
in love and the rain was in our hands wherever we went" (AH, The Veiled 195). It could 
also mean a peaceful solution to the issue. It can mean anything as "Mandelstam gives no 
clue" (AH, The Veiled 174). It can be what Marshall Berman says: "The "blessed word 
with no meaning" is surely "Petersburg" itself, which has been emptied of meaning by 
"the black velvet void" of the Soviet night" (Berman 273). 
Given Agha Shahid All's angry and poignant response to the bloodshed in 
Kashmir, his engagement with home, particularly with reference to violence and counter 
violence, seems to be, to a large extent, nationalistic. His nationalistic inclination, 
however, is not chauvinistic, but a natural inclination of love towards his homeland. As 
Portuguli would tell us that the "main elements of nationalism are 'territory, place and 
environment' (i.e. spatial entities) in relation to people and their collective memories (i.e. 
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temporal memories)" (qtd in Schulz and Hammer 15). Ali's spatial memories hover 
around Srinagar, river Jhelum, the Dal Lake, Saffron fields etc. Similarly, his temporal 
entities are engaged with the memories of family, childhood etc. But, with the rise of 
violence in Kashmir, his spatial vision shifts from beautiful and pristine image of the 
homeland to the horror of bloodshed in Srinagar; and his temporal entities now imagine 
the "naked boy screaming"( Ali, The Veiled 174 ), "emptied Srinagar" ( AH, The Veiled 
174 ), "homes set ablaze" ( AH, The Veiled 175 ). Thus the mood of his poems changes 
from song to suffering in diaspora. 
"The Last Saffron" is one such poem in which he mixes song and suffering. Here 
Ali recollects both sweet memories and the ongoing harsh conditions in Kashmir; 
moreover, he is obsessed with a desire to die in Kashmir. The poem opens with the line "1 
will die, in autumn, in Kashmir" (Ali, The Veiled 181). The poem was published in 1997, 
four years before he showed his desire to die in Kashmir in a chat with Amitav Ghosh, "I 
would like to go back to Kashmir to die" (319). His desire to die in his homeland 
explains his love and affection towards it. The poem is divided in three parts; part first 
deals with his desire to go back to his homeland and ecstasy of his return. Describing 
places like zero Taxi stand, Gridlays bank etc. show his love for the city of hss birth, 
Srinagar. There is a mixed mood of happiness of the return and terrible situation in 
Kashmir where he tries to "look for any sign of blood/in captions under the photos of 
boys, / . . . killed in fluted waters..." (Ali, The Veiled 181). 
Part II and III of the poem deal with Ali's obsession with death. The poem 
mingles past, present and the fiiture, built around poet's memories and imagination. Part 
III deals with the actual death that will take place in future, in Kashmir, "Yes, 1 remember 
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it, /the day I will die" (AH, The Veiled 182). He seems to juxtapose his death with the 
killing of boys whom he laments in part I of the poem. The poem ends with a famous 
couplet which Jahangir (the Mughal Emperor) spoke when he had a first glimpse of 
Kashmir. "If there is heaven on earth/ it is this, it is this, it is this" (AH, The Veiled 183). 
The couplet takes him to the idyllic past which is heavenly, but this past is also burdened 
with terrible history of oppression, therefore he finds the present as an outcome of the 
history of the successive oppressive rule.^ 
Agha Shahid AH notifies us with a historical fact that since the invasion of Akbar 
in the 16* century "Kashmir has never been free" (AH, The Veiled 173); and the 
invasion, as Schofield notes, marks "the beginning of Kashmir's modem history" (3). 
The rule does not end with the end of Mughals but, as Agha shahid AH writes, it led to 
the "future / into wars of succession," (AH, The Veiled 224) which further led "an era 
into/ another dynasty's bloody arms" (AH, The Veiled 224). That was the rule of 
Afghans, Sikhs and Dogras.^ In addition, in the post 1947, Kashmir has been a flash point 
of war, and in the post-1990s, with the rise in militancy, situation has worsen with 
thousands of people dead. Sumantra Bose sums up the post 1947 scenario: "For the last 
six decades Kashmir has been a paradise lost, its people trapped in the vortex of a bitter 
sovereignty dispute between India and Pakistan over their lives and land" (154). AH 
writes in the context of this troubled history and bloody present of Kashmir, sketching 
pain and tribulations. 
Nevertheless, Agha Shahid AH struggles with the subject matter of his poetry: he 
tries to grapple with the question whether he should continue to sing of the beauties and 
happy times in Kashmir, or should he write the songs of suffering, "of what shall I sing/ 
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and not sing" (AH, The Veiled 241). Ali chooses the latter, as Ghosh would say that he 
did not take the role of victim which could have been easily his (318). Therefore, he 
writes back. However, Ali was not a political activist but, as Ghosh would tell us, he was 
a "secular left leaning intellectual of the Nehruvian era" (314). Ali himself acknowledged 
in a chat with Ghosh that he would rather be a national than a nationalistic poet (318). 
Although, he was not nationalistic in the strict sense of the word, but was resistant to the 
violence in Kashmir. Therefore, in the description of the apocalypse in his poetry there 
are, nevertheless, undercurrents of resistance. Schulz and Hammer say about resistance in 
diaspora that "Nationalism in diasporic settings is, rather, to be seen as strategy of 
resistance by the marginalized." (17). Likewise, as Eliot says that no art 'is more 
stubbornly national than poetry" (qtd in Ramazani 597). Therefore, to find this national 
perspective of resistance in his poetry is quite natural. 
The term "Resistance Literature" was first used by Ghassan Kanafani in his book 
Literature of Resistance in the Occupied Palestine: 1948-1966. Resistance literature 
represents an "arena of struggle" (Harlow 8) for the people who are fighting and resisting 
the authority and oppression. Resistance Literature cannot be pigeonholed as propaganda 
literature; it is fairly a struggle with pen. It is not only a struggle against the apparent 
oppression, but against the oppression of negative representation or the absence of 
representation by power structures like media which, in the twenty first century, has 
become one of the most powerful tool for the authority. Thus Ali's poetry is to be seen in 
this context where he tries to resist the atrocities by penning them down and pining for 
hope. 
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"I See Kashmir from New Delhi at Midnight", one of the most poignant poems in 
the anthology The country Without a Post Office, is one such example of resistance in his 
poetry; where Agha Shahid Ali tries to imagine violence in Kashmir, in diaspora. He 
talks about the curfewed night in which shadow of a boy "is running away to find its 
body" (Ali, The Veiled 178). There is no body but shadow which turns into nothing 
inside interrogation centre where we can only hear a cry '"1 know nothing"' (Ali, The 
Veiled 178). Ali tries to give us a glimpse of interrogations Kashmiri boys underwent 
which have been ghastly and full of horror, as they were subjected to unbearable 
conditions like staying in the light for the days together, electric shocks etc. 
Rizwan suggests to Ali: '"Each night put Kashmir in your dreams"' (Ali, The 
Veiled 179), and he has, in fact, tried to do the same in The Country. Rizwan, who has 
been "cold a long time now" (Ali, The Veiled 179) tells Ali not to tell his father that he 
has died: '"Don't tell my father I have died'" (Ali, The Veiledl79). This is one of the 
most pathetic lines of the poem, in view of the fact, that even today, some parents in 
Kashmir seek to know whereabouts of their children, given the number of the 
disappeared to be about eight thousand (Essa). Similarly "pairs of shoes the mourners" is 
from a historical incident, when, after the assassination of Molvi Farooq, mourners were 
fired upon and they left hundreds pairs of shoes (pic. at Faheen58). 
... I follow him through blood on the road 
and hundreds of pairs of shoes the mourners 
left behind, as they ran from the funeral, 
victims of the firing. From windows we hear 
grieving mothers, and snow begins to fall 
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on us, like ash.( AH, The Veiled 179) 
Snow falling like ash projects a very apocalyptic image: it can be literally falling 
of snow during winters, and ashes could be from the burning houses, set afire b) soldiers. 
It could also be, as Faheen says, "a reference to a scene in Steven Spielberg's Schindler's 
List where ash flying from the burning bodies of Jews appears for a moment as snow" 
(58). It sketches an image of holocaust and apocalypse. 
Agha Shahid Ali, while writing the poem, seems to have a mind of winter as he is 
echoes Wallace Stevens' poem "The Snow Man". The poem has the same mood: it is set 
in winter and we find a lot of references to snow, ice and cold juxtaposing harsh climatic 
conditions with the terrible repression. 
One must have a mind of winter 
To regard the frost and the boughs (Stevens) 
One must wear jeweled ice in dry plains 
To will the distant mountains to glass (Ali, The Veiled 178) 
Likewise we also find references to other things in the poem like "His hands 
crusted with snow" (Ali, The Veiled 179),"! have been cold a long, long time" (Ali, The 
Veiled 178), "it shrinks almost into nothing, is/ nothing by interrogation gates"( Ali, The 
Veiled 179). They have their echo from Stevens' following verses "Of the pine-trees 
crusted with snow;" "And have been cold a long time", "who listens in the snow, And, 
nothing himself'(Stevens). 
Perkins says about "The Snowman" that it "embodies Stevens' central theme, the 
relation between imagination and reality. ... Perhaps the snowman beheld nothmg only 
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because he was "nothing himself," AH also talks about imagining: "to will the distant 
mountains to glass" (Ali, The Veiled 178) because when he "see[s] Kashmir from New 
Delhi at Midnight" (Ali, The Veiled 178) he imagines rather sees the violence. Perkins 
says about Stevens' poem "We may note that the poem posits two types of listener. One 
would hear a "misery in the sound of the wind. ... The other listener would hear nothing 
more than the sound of the wind" (Stevens). All's poem also has two persons, one who 
faces the reality, and other who imagines the reality; one who cries "I know nothing", 
other is who imagines the cry from the far-off place. Rizwan represents the former and 
Ali represents the latter. 
In 'I See Kashmir from New Delhi at Midnight', Rizwan is depicted as a 
shadow, roaming the streets of Srinagar, searching for his body. The boy's 
troubled ghost witnesses further atrocities, such as the torturing of a 
prisoner by dripping molten tyre on his back. Intimations are given that 
Rizwan is the poet's double; his Other, who stayed in Kashmir and was 
killed. Shadows also intimate menace and threat, as with the shadowy 
figures of the Indian security forces, but also the shadows of boys 
'disappeared' from their homes, their bodies never found.(Chambers) 
Rizwan is an Arabic word which means gate keeper of paradise, and with his 
death, paradise on earth, Kashmir remain dilapidated, consequently in search of peace. 
Rizwan was a teenager, son of Molvi Abdul Hai, to whom the poem has been dedicated. 
He went to cross the border in the early 1990s and got killed on the border while coming 
back. He is among those unburied boys who never returned. His father later on built a 
college in memory of his son, named Rizwaan College of Education, where the poor are 
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given free education (Nayeem). Ali laments his deatli referring to the tomb of a saint, 
where the restless shadow which was "running away to find its body" (Ali, The Veiled 
178), must be resting after it could not find its bullet-torn body, which remains unburied 
on a mountain. 
... where has your shadow fallen, like cloth 
on the tomb of which saint, or body 
of which unburied boy in the mountains, 
bullet-torn, like you, his blood sheer rubies 
on the Himalayan snow (Ali, The Veiled 180) 
Mirza Waheed's novel The Collaborator talks about the boys who met such fate. 
Towards the end of the novel, nameless narrator of the novel bums the dead bodies of the 
boys who are rotting near the borders. He talks about many such boys. 
Boys from the city, boys from the village, boys from towns, boys from 
saffron fields, boys from the mountains, boys from the plains; rich boys, 
poor boys, only-child boys, and boys with sisters at home; weak boys, 
strong boys, big boys, small boys, singer boys, thinker boys, lonesome 
boys, naked boys, scared boys, martyr boys, brave boys, guerrilla boys, 
commander boys, soyeth winnable sidekick boys, orphan boys, unknown 
boys and famous boys, boys— ...(Waheed 298) 
Rizwan represents them all: all the boys of Kashmir who went missing, who were 
interrogated, who died while crossing the border and others. At last Ali ties a knot with 
green thread at Shah Hamdan's shrine, only to be untied when the atrocities end. 
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Agha Shahid All's poetry can also be read from Forche's perspective of the 
Poetry of Witness: a kind of poetry that gives us a different version of some happening 
which the harsh times fail to provide. Carolyn Forche's anthology Against Forgetting: 
Twentieth Century Poetry of Witness, 1993 is a massive collection (812 pages) of about 
145 poets from around the orld which took her 13 years to compile. The poems cover 
the events like two World Wars, the Holocaust, struggles in the Soviet, South Asia, 
Africa, Middle East, Vietnam, the US, China, etc. The poems bear witness to the 
catastrophic events like genocide, prosecutions, terror, torture, exile, tyranny and 
repression around the world over a period of years. The volume has been very much 
praised; Weinberger calls it "The Quran of the witness subgenre" (Weinberger), and 
Nelson Mandela calls it as "itself a blow against tyranny, against prejudice, against 
injustice" (qtd. in Weinberger). First part of the title, Against Forgetting, implores us not 
to forget the past, so that the gory events of history may oblige us to resist the inhuman 
events likely to happen in the future. Poetry of witness, the second part of the title, asks 
us to bear witness to the ruthless happenings of the past, which would certainly be piled 
up in the books of history and journalism; but poetry provides us an alternative to visit it 
in touching and compassionate way, so as to empathize with the fellow sufferers of 
history. Poetry at the same time describes the events poignantly, therefore, emotionally 
attracts the reader; as a result, endowing with experience which the history is not able to 
offer. 
Agha Shahid Ali through his poetry is trying to do the same: foregrounding 
violence and bearing witness to the events which might be forgotten when the events of 
bloodshed end. During the troubled times in Kashmir most of the news would focus on 
70 
the city, Srinagar and news from the villages would get lost, and most of the times it was 
delayed or failed to make in the local newspapers. Oppression of the military was 
sometimes full of terror and horror in the villages, and there was nobody to record the 
human rights violations. Ali, in the following lines, tries to portray or witness the state of 
violence in the villages: 
Rumors break on their way to us in the city. But word still reaches 
us from the border towns: Men are forced to stand barefoot in snow 
waters all night. The women are alone inside. Soldiers smash radios 
and televisions. With their bare hands they tear our houses into pieces 
(Ali, The Veiled 194). 
Ali tries to present a scene of border areas where grave human rights violations 
like target killing, fake encounters, etc were rife; the dead would be later on buried in the 
unmarked graves about which the Amenesty report came in 2011. (Thousands Lost) Ali 
would record it as following: "the dust still uneasy on hurried graves/ with no names, like 
all new ones in the city?" (Ali, The Veiled 196). All's poetry, therefore, records the 
events in the times of terrible disaster and sketches the violence with utmost gloom. 
When he puts the scream of a naked boy, "I know nothing" (Ali, The Veiled 176) in 
writing, he in fact records the voice of the boy whose voice was silenced by the severe 
interrogation. When we read the poem, it seems that we must listen to the cry as sound 
recording rather than line on a page. It plays in our ears long after the cry has vanished 
into thin air, forgotten as if it never existed. The poem obligates us to remember. 
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Therefore, we are supposed to approach the witness poetry in such a way that it 
surfaces the elements hidden or forgotten, that is, to delve deep with a certain bent of 
mind. Forche herself tells us something about it when asked what really poetry of 
witness means? She says that it "had been written out of conditions of extremity. The 
phrase suggests a mode of reading rather than of writing. It is a way of considering a 
poem in the context of the poet's experience." (Forche, by Erin) Therefore, by giving 
such remarks, she makes reading a political act, suggesting an active involvement rather 
than passive reading i.e. reading with historical sense and humanistic vision. 
Agha Shahid All's poem "A History of Paisley" is one such example which is to 
be read or approached from historic and political sense. The poem apparently talks about 
a myth regarding Hindu god Shiva and her consort Parvati who reconciled after a quarrel, 
which Shiva commemorated by carving river Jehlum in the paisley shaped Ali, however, 
is implicitly foregrounding the violence in Kashmir in the backdrop of the myth. While 
talking about anklets of Parvati he juxtaposes it with men fleeing from soldiers: "... her 
anklets/ still echoing in the valley, deaf to men/ fleeing from soldiers into dead-end 
lanes"( Ali, The Veiled 218). Trails of blood on streets formed by feet in blood also form 
paisleys, and they appear like carpet at dusk in backdrop of dim light. This suggests 
awfulness of Mughal diadem which is being reinvented by the soldiers. But people turn 
blind eye to the atrocities and do not "hear bullets drowning out the bells of her anklets" 
(Ali, The Veiled 219). The sound of anklets, which is replaced by bullets now, is a relic 
of Parvati'*; a relic which holds a position of devotion and attachment is now replaced by 
a sign of terror and horror. 
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Language is an important tool for writing: it is the use of language which makes a 
work of art peculiar in some sense; like Romantic poetry is lyrical, absurd writing is full 
of silences and ellipsis, etc. Same is the case with Forche's anthology where language is 
fractured and broken; it seems that writers have struggled to deal with language as they 
have not been able to articulate the thought fully. 
Forche' identifies fragmented language as the binding feature of her 
anthology. She notes that the fragment, neither new to poetry nor limited 
to poetry of witness, "gains urgency in the face of extremity." Extremity 
leads to "shattered, exploded, or splintered narrative. The story cannot 
travel over the chasm of time and space. Violence has rendered it 
unspeakable" (Twentieth-century) 
"Return to Harmony 3" by Agha Shahid All is one of the finest examples of the 
Poetry of Witness. The poem is fragmented and according to Forche fragmentation of a 
poem is one of the distinctive features of the poetry of witness. The poem talks about "the 
fate of Paradise" (Ali, The Veiled 199) when he "eavesdrop[s] on Operation Tiger'" 
(taken from Bosnian catastrophe, which he has sketched painfully in the poem "The 
Correspondent"). He listens to the terrible fiiture that "Troops will bum down the garden 
and let the haven remain" (Ali, The Veiled 199). Kashmir has become a house which has 
been put "under a spell" (Ali, The Veiled 199) by a bunker where Big B is always 
watching you: "Shadowed eyes watch me open the gate, like a trespasser" (Ali, The 
Veiled 199); and one becomes trespasser in his own house. The poem is prosaic with 
sentences breaking up, and two and a half page poem has about twenty paragraphs and 
some of them are single sentences of few words. It asks some questions which remain 
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unanswered. The poem is not only structurally fragmented but in terms of thought 
process it starts with something and the ends with something else, as conditions which 
the poet faces have "rendered it unspeakable." (Twentieth-Century) 
All's poetry, therefore, is what Berlort Bretch calls "singing about the dark times" 
(qtd. in Kapsaski) that becomes an archive of miseries and sorrows, and the poets' record. 
As Carolyn Forche marks "The poem might be our only evidence that an event has 
occurred: it exists for us as sole trace of an occurrence" (qtd in Ilesanmi 460).Thus Ali 
becomes the recorder of the troubled times. 
During the early 1990s when militancy was very much on the rise in Kashmir, it 
was not only Muslims who suffered but Hindus, popularly known as Kashmiri Pandiths, 
were forced to leave the valley.^ They were caught between the militants who killed some 
of them and the state which failed to protect them. Many Kashmiris mourned the 
departure of Kashmiri Pandiths, and Agha Shahid Ali is doing the same in exile (which is 
voluntary unlike forced exile of Hindus). The poem "Farewell" laments the departure of 
Kashmiri Pandiths and reminds them of the sorrow which the poet is feeling for the 
people who "became refugees there, in the plains" (Ali, The Veiled 202). The poem uses 
the epigraph "They make desolation and call it a peace" which Calgacus said about 
Romans during their colonization of England. By quoting it Ali aims to deconstruct the 
notion of peace which the authorities try to make up. Plass notes that "By saying that the 
Romans make desolation and call it peace Calgacus is stripping the fafade from Roman 
'peace' and persuading the Britons to resist oppression" (33). Ali is also trying to do the 
same. The word desolation has a very bleak and sorrowful connotation assigned to it 
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which Ali tries to put against peace. A Dictionary of Christ and the Gospels tells us 
something about the meaning of the word "desolation". 
DESOLATION .— The history of Israel had given to this word in a line 
of Christ a peculiar and sinister significance. ... [—] the idea of a wasted 
and depopulated land. ... To understand the full force of the term 
'desolation', we have to add to the feature of war, as known to us, 
something which was then frequent accompaniment of conquest—the 
carrying away of a whole population captive (Desolation 453). 
Thus Agha Shahid All's allusion to the line is his attempt to portray the tragedy 
facing the whole population, be it Muslims or Hindus. The poem begins with personal 
pronoun "I", "At a certain point I lost track of you" (Ali, The Veiled 175). The feelings 
are personal, and whole of the poem is addressed to them using " I " ^ the poet; however, 
in "The Country Without a Post Office" this "I" turns into "Us" where the poet represents 
all Kashmiris who, like the poet, lament the exile of Hindus (Ali, The Veiled 205). 
Images and symbols used in the poem are very surreal. Burying of stones so as to leave 
the defenseless without weapons symbolizes the height of oppression. (Ali, The Veiled 
175) Image sketched by the line "army convoys all night like desert caravans" (Ali, The 
Veiled 175) is very pathetic as desert represents a morose metaphor for the poet (c.f next 
chapter); in contrast with silence and darkness of desert, army convoys are noisy with 
their "smoking oil of dimmed headlights"( Ali, The Veiled 175). Image of gloom which 
the desert signifies is replaced by the apocalyptical image of army convoys which gives 
Kashmir the look of a military state. But even in this state of oppression Agha Shahid 
75 
A!is wants to tell the Pandiths that we have not forgotten you, and we your fellow 
sufferers, feel your pain as memory and history mingles together. Ali says that, "In your 
absence you polished me into the perfect Enemy" (Ali, The Veiled 176). Enemy, because 
he couldn't stop them from leaving, therefore this memory haunts him and a sense of 
guilt overwhelms him. He cannot forget the history and feels that he cannot be forgiven. 
Your history gets in the way of my memory. 
I am everything you lost. You can't forgive me. 
I am everything you lost. Your perfect enemy. 
Your memory gets in the way of my memory: 
My memory keeps getting in the way of your history. 
There is nothing to forgive. You won't forgive me. (Ali, The Veiled 176-
77) 
Ali would always turn sad when somebody would talk about Kashmiri Pandiths. 
He was very sad about what had happened and always wanted the Hindus to return home. 
He would miss the food that was particular to this community, as it became extinct with 
their departure making Kashmir less than it used to be. Amitav Ghosh tells us about this 
in his conversation with Agha Shahid Ali: 
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bi^ *-"" :: 
He had a special passion for the food oflf!§=fegmrone variant of it in 
particular: "Kashmiri food in the Pandit style." I asked him once why this 
was so important to him and he explained that it was because of a 
recurrent dream, in which all the Pandits had vanished from the valley of 
Kashmir and their food had become extinct. This was a nightmare that 
haunted him and he returned to it again and again, in his conversation and 
his poetry. (314) 
When worshippers fled the city, Hindu temples became desolate, similarly, 
"When the muezzin/died, the city was robbed of every call" (Ali, The Veiled 202). AH 
wants the temples and mosques to be full of people so that they will usher in an era of 
peace and harmony again. The following verse sketches a bleak image of desolation as a 
result of the conflict which have left the places of worship desolate. 
In the lake the arms of temples and mosques are locked 
In each other's reflections. 
Have you soaked saffron to pour on them when they are 
Found like this centuries later in this country 
I have stitched to your shadow? (Ali, The Veiled 
176) 
Given this bleak and desolate situation Ali feels that he is "being rowed through 
Paradise on a river of hell" ( Ali, The Veiled 177); coining the oxymoron "l^ :xquisite 
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ghost" which suites the situation as the Paradise on earth has turned hellish. And he has 
to row through the river of hell using his heart as paddle which is doomed to "break the 
porcelain waves" (AH, The Veiled 177). He is trying to portray the pain which is so acute 
that he says: "I hid my pain even from myself; I revealed my pain only to/myself (Ali, 
The Veiled 177). In this ghostly night painful heart becomes the paddle to row the boat, 
and then lotus becomes the paddle as he is being "rowed- as it withers -towards the 
breeze which is soft' as/ if it is having pity on me" (Ali, The Veiled 177). The word 
"lotus" gives the image of beautiful Dal Lake on which it blooms giving an aura of 
beauty in the Paradise on earth, but now "as it withers" it symbolizes the gloom which 
the valley is going through. Moreover lotus is a Hindu symbol^ and its withering away 
also connotes the withering away of community from the valley. Ali ends the poem with 
what seems to be a translation of Momin Khan Momin's couplet. "If only somehow you 
could have been mine, / what would not have been possible in the world?"(Ali, The 
Veiled 177) The couplet heightens the grief as he finds no way out to return back to 
peace; hence there is only a wish. Agha Shahid All's lament of the Hindu exodus is 
somewhat similar to the lament which Mahmoud Darwaish has written about the exodus 
of Moors from Andulasia which has been translated by Agha Shahid Ali with Ahmad 
Dallal. "Violins weep for a time that does not return/ Violins weep for a homeland that 
might return" (Ali, The Veiled 312). 
In the poem "The Country Without a Post Office" he imagines the exile of 
Pandiths and compares it with the conditions of Muslims in the state. He finds "... each 
house buried or empty. /Empty because so many fled, ran away, /And became refugees 
there, in the plains"( Ali, The Veiled 202). He is trying to imagine the exile of Hindus 
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and how they would be viewing and imagining their own home. Ali can imagine it better 
as he has firsthand experience of exile; and "they must now will a final dewfall to turn 
the mountain to glass" (Ali, The Veiled 202). He now differentiates between "they" and 
"us"; they will see us through them, "we [who] are faithful" (Ali, The Veiled 203). Ali is 
trying to juxtapose two tragedies one of the Hindus in exile and other of the Muslims 
under oppression. 
However, Agha Shahid Ali is not a political analyst who would debate the discourse of 
exile. He is a poet and his concerns are humanistic. Even though we find a lament for the 
exodus of Hindus, but there is hope of return: return of Kashmiri Pandiths, and the return 
of peace. Feeling the agony of division between "they" and "us" (Ali, The Veiled 205), 
he has no prayer but "just a shout, held in, it's US! US!" (Ali, The Veiled 205) whose 
letters are cries that break like bodies in the prison, echoing the cry "I know nothing" 
(Ali, The Veiled 178). Ali wants the return to be permanent, peaceful and possible. Even 
in the lament there is the agony which cries for return. In "A Pastoral" Ali is trying to 
gamer a hope of this return: return of Hindus from exile, return of peace, and a return to 
the old life full of love and sharing which is symbolized by the phrase "blessed 
word"(Ali, The Veiled 174). The place of return is Srinagar where they will meet "by the 
gates of the Villa of peace"; (Ali, The Veiled 196) but the homecoming is only possible 
when "the soldiers return the keys and disappear" (Ali, The Veiled 196), that is when 
Kashmir becomes fi-ee. Ali uses the last line of Zbigniew Herbert's poem "A Halt" as an 
epigraph, "on the wall the dense ivy of executions" (Ali, The Veiled 196). Herbert was a 
Polish poet, essayist and dramatist and an active member of the Polish resistance 
movement and one of the most translated poets of the post World War II period. 
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Herbert's poem is full of Christian symbolism: the breaking of bread echoes the last 
supper, gallows echo crucifixion. In addition the setting is pastoral given the words like 
garden, star, cricket, thick smell of earth, the bustle of insects, violet, hill, ivy etc. (The 
Halt). Ali uses the symbol of ivy, as used by Herbert, saying that we will "bind the open 
thorns, warm the ivy/ into roses" (Ali, The Veiled 196) or "Pluck the blood: My words 
will echo thus/ at sunset, by the ivy, but to what purpose?" (Ali, The Veiled 197). 
"Ivy has long been emblematic of death and resurrection, but is also 
associated with fidelity and memory. A plaque in the Mehrinplatz, in 
Berlin, quotes Herbert as saying "The loss of memory by a nation is also 
its loss of conscience," and it's not much of a jump to see how ivy, in that 
context, might come to be associated with executions, especially by 
someone involved in political struggle." (The Halt) 
For Ali the meaning is the same, he too wants the resurrection. He wants to undo 
the idea of apocalypse he sketched in "The Prologue" and wants to turn it into the 
resurrection of peace. But the pain of "ivy of execution" (Ali, The Veiled 196) is very 
severe which memory can't undo, and he refers to it ironically in the voice of a bird: 
"Human beings can bear anything" (Ali, The Veiled 196). Tearing shirts into tourniquets 
and warming "ivy into roses" will be the end of bloodshed and Kashmir will return back 
to its old cultural ethos; a state of peace. In the whole poem he describes the future, but in 
the fiiture he gets obsessed with the past, which actually is the present. This obsession 
with the present even while describing the future shows his concern with the catastrophe 
in Kashmir. Therefore, like Herbert, he wants to keep the memories of nation intact. 
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Similarly, AH talks about the old Kashmiri syncretic culture and the burning of 
the shrine of Sheik-ul-Alam who was one of the harbingers of the traditional culture. The 
Kashmiri culture has been fashioned by old Hindu and Buddhist civilizations, and later 
on by Rishism. With advent of Islam in 14* and 15* centuries Sufism got introduced in 
Kashmir. The most important among the Sufis was the man who laid the foundations of 
Islam in Kashmir, Mir Sayyid Ali Hamadani, popularly known as Shah Hamdan. He 
along with Lai Ded and Sheikhul Alam have influenced Kashmiri culture through ages. 
The trio represents the Sufi-Secular culture of Kashmiris where people have lived 
together in peace and mutual understanding which is usually called kashmiriyat. Burning 
of Char Sharief symbolizes the destruction of that culture at the hand of Indian military 
and militants. Shrine represents the spiritual centre which has shaped Kashmiri culture 
for over five centuries and when "Fire moves on its quick knees-/ through Chrar-e-
Sharif' (Ali, The Veiled 186) it becomes "too late for threads at Chrar-e- Sharif'(Ali, The 
Veiled 187). Threads represent faith, hope, wishes and aspirations which were all turned 
down as the tragedy would have it, and whole village is turned into ashes including the 
shrine with threads tied to it. Now instead of threads we touch ashen tarmac which lays 
the roads of destruction (Ali, The Veiled 187). The devastation of shrine symbolizes the 
destruction of Kashmiriyat. Anaya Kabir talks about All's "A History of Paisleys" (which 
has been discussed above) as a poem in which Ali is lamenting the loss of kashmiriyat by 
juxtaposing Kashmiri shawl with Paisley shaped embroidery with Shiva and Parvati 
myth: 
This suturing of myth, nature and traditional Kashmiri craft— weaving 
embroidery—into a memorial for Kashmir, and for Kashmiriyat retrieves a 
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"history of paisley" that is actually a counter-history to the limitations of 
narratives that are not preserved in language but spluntered through 
multiple scripts and multiple linguistic legacies" (145) 
However, of late, Kashmiriyat is seen as a political discourse than a sociological 
or an anthropological term. For some it is impossible to return back to the old 
harmonized mutuality between Hindus and Muslims. For example, Neil Aggarwal says 
that "Kashmiriyat acts as an empty signifier, a truth beyond representation and 
falsification which reflects an imaginary rather than actual phenomenon" (6). For some 
like Hamidah Nayeem it is a "colonial discouse" constructed to pacify the resistance in 
Kashmir (qtd. in Ganai). Nevertheless, Ali is still hopeful for the return of mutual 
brotherhood and existence whatever it may mean and be. 
Ali does not only lament the loss of Muslims and Hindus and their mutual living 
culture, Kashmiriyat; but also the incident about Hans Christian Ostro a Norwegian 
traveler who was taken as hostage by AL-Farhan militants in August 1995 and later on 
beheaded. "Hans Christian Ostro" has been described by Daniel Hall as "the most 
poignant of Shahid's political poems" (Ali, The Veiled 18).The poem exemplifies All's 
humanitarian concerns and his lament is fiill of pathos: "I cannot protect you: these are 
my hands" (Ali, The Veiled 236). In the lament Ali represents all Kashmiri people, who 
like Ali are grieved by the death and feel that it is unjust. And to make his point he quotes 
the Quran "Whosoever gives life to the soul shall be as if had to all mankind given life" 
trying to say that there was no religious sanctioning of the death rather it was unjust and 
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painful. Daniel Hall further writes about the poem and grief of Kashmiris due tc death of 
Ostro. 
Kashmiris the world over were traumatized by the news: after all, theirs is 
the culture in which generosity and hospitality are elevated to high moral 
principles. Much of the poem is oblique, but ends with a particularly 
haunting image, perhaps of the Kashmiri people themselves mourning the 
young man's death (qtd AH, The Veiled 8) 
In describing all this violence and tribulation in Kashmir Agha Shahio Ali has 
used the concept of letters and messages over and again, so much so that he entitled his 
book dealing with atrocities in Kashmir as The Country Without a Post Office. There are 
many poems which deal with this subject including the poem from which the book has 
been given its title, "The Country Without a Post Office", "The Floating Post Office", 
"Dear Shahid", etc. 
The poem "Dear Shahid" is either a letter written by somebody to Agha Shahid 
Ali, or Agha Shahid Ali is addressing it to an unknown addressee, or writing an open 
letter where everybody becomes the reader. He quotes from Elena Bonner's open letter to 
Boris Yelsen in the epigraph. In both cases Agha Shahid Ali is shahid (^kxdb'xc equivalent 
of witness), that is, bearing witness to the atrocities in Kashmir. The letter comes from 
the "far-off country, far even from us who live here" (Ali, The Veiled 194). The letter 
informs about the world's unknown conflict from the place where no news escapes the 
curfew, and death is very common; and identity is nowhere, but in one's pockets: 
"Everyone carries his address in his pocket so that at least his body will reach home'" 
(Ali, The Veiled 194). By using the metaphor of letters and post cards and Post Office, 
83 
AH is trying to find messages and information from the place from where no information 
comes out, and everybody is desperate to share the sorrow. The epigraph of the poem 
"...letters sent/ To dearest him that lives alas! Away." is from G M Hopkins' sonnet, "I 
wake and feel the fell of dark, not day" (Hopkins) .The sonnet longs about spiritual 
darkness, and AH talks about similar spiritual messages which find no answer. 
Spirituality has something to do with minarets which adjoin the mosques from where 
muezzin gives call to prayers. Now because the "minarets have been entombed" (AH, The 
Veiled 202), therefore, there is nobody to invite the people: "When the muezzin/ died, 
city was robbed of every Call."(AH, The Veiled 202) Climbing the stairs of the tomb "to 
read the messages scratched on the planets" gives astrological imagery: as if he is trying 
to find a ray of hope in the darkness, for which he has nothing to light but clay lamps. He 
now compares spiritual messages with the messages sent via post to the persons who no 
longer live there. Thus the metaphor of letter for AH is an act of witness, protest, and 
longing for peace. 
These letters and reference to the letters and messages is All's performative act, 
where AH is disseminating information, even if, letters are barred and restricted. J L 
Austin in 1950 introduced a term called "performative utterance" to differentiate it from 
"constatives", which are the expressions describing a statement as true or false. 
Performative utterances are statements that in talking about an action enact it. As Austin 
says "it seems clear that to utter the sentence (in, of course, the appropriate 
circumstances) is not to describe my doing of what I should be said in so uttering to be 
doing or to state that I am doing it: it is to do it' (qtd in Royle 22)." There are many types 
of performative utterances, for example, Derrida considers letter writing "as performative 
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written text, which anticipates, speaks to, and even "produce" its absent, "mute" and 
"hollowed-out" addressee" (32), of which "Dear Shahid" is the best example. Similarly in 
"The Floating Post Office" the post office is a floating house-boat, an attractive carriage 
carrying terrifying messages of death and destruction, as the boat is "being rowed through 
the fog of death, the sentence passed on our city"(Ali, The Veiled 207). The boat comes 
"close to reveal smudged black-ink letters" (Ali, The Veiled 207) — an image of a blood-
stained city as in the next stanza we find "blood, blood shaken into letters" (Ali, The 
Veiled 207). The whole poem seeks to carry this message across waters, "the one open 
road" that seems to be closing now. The struggle to row the boat continues till the end 
where he feels that letters will reach the destination "through olive/ canals, tense waters 
no one can close" (Ali, The Veiled 208). In the last line he actually pledges to carry the 
burden of messages from this unknown conflict, and disseminate them to the world, and 
he succeeds. 
Thus, to sum up, Agha Shahid All's relationship with Kashmir is both: nostalgia 
for the lost home and a lament for the catastrophic events taking place there. Ali, through 
his poetry, seeks to bear witness to the tragedy, and through the metaphor of letters and 
post office he tries to narrate the tragedy to the world. He wants the end of violence and 
return of peace in Kashmir, hence he resists the oppression. 
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Notes 
1 Name of St. Petersburg was changed during the 1917 Russian revolution because 
they wanted the name to sound more Russian rather than German. They named it 
Petrograd but it was changed back to St. Petersburg in 1991 after the fall of 
communism. 
2 Akbar invaded Kashmir in the 16"^  century and Mughal rule lasted from 1587 to 
1752. Afghan rule (1752 - 1819) followed when Ahmad Shah Durrani invaded the 
valley in 1752, a period remembered as one of severe oppression. This was 
followed by a period of Sikh rule (1819-46), considered to be the darkest period 
ever in the history of Kashmir. Continuing this legacy of tyranny was the Dogra 
rule (1846-1957). 
3 Paisley is a pattern used in Kashmiri shawls and called boet in the local language. 
4 Parvati is believed to wear lot of jewelry including anklets which has been praised 
by many Hindu devotional poets. (Upamanyu) 
5 There is no consensus on the number of Pandiths killed; some organizations put 
the figure as 399, others say that about 650 were killed. However, figures by the 
state say that 219 Kashmiri Pandiths were killed and about 200,000 were forced to 
leave the valley. Most of them lived in refiigee camps in Jammu for over a decade; 
they have now been given permanent houses there, and many live in Delhi and 
other Indian cities. (Essa, Kahmiri Pandits) 19 
6 Lotus is regarded as one of the holiest flowers for Hindus. It symbolizes 
detachment with the world, as lotus flower grows in the water without touching it. 
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Chapter III 
America in the Poetry of Agha Shahid Ali 
After the First World War, Black people began seeking equal rights in 
America, and the country saw itself changing, to some extent, fi-om the traditional white 
dominated society to a more or less an egalitarian one. Afro-Americans began to write 
about their struggles for equality, and against racism as they "sought to break free of 
Victorian moral values and bourgeois shame" (Harlem) which culminated in Harlem 
Renaissance (1918-1937) that led to an overall literary and cultural revival of the Afro-
Americans. After the Second World War, people migrated on a large scale to America 
and other western countries for jobs better education etc. Thus America got transformed 
into a multicultural society with people from China, India, Arabia and African countries 
immigrating to the United States. Each community began to write about their lives in 
diaspora, their culture, their relationship with the lost home, and about their struggles and 
identities. Of all these communities Asian Americans were one of the majorities. The 
chapter will introduce a background of the Asian- American literature, and will 
particularly refer to South-Asian American literature and specify the Indian-American 
poets. The chapter will try to situate Agha Shahid Ali in this context, and discuss 
"Americaness" in his poetry: his themes and concerns in relation to America. 
Asian-American literature began to flourish after the Second World War, with the 
publication of Jade Snow Wong's Fifth Chinese Daughter in 1950. However, its roots are 
found at the end of 19* century when a Chinese graduate student, Yan Phou Lee, 
published an autobiographical work in English, When I Was a Boy in China (\%%1), about 
his life in China. Nevertheless, it was the movement by students at San Francisco State 
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College in 1968- who protested against non-inclusion of literature from Asia and other 
parts-that led Asian-American literature become part of the curriculum. With publication 
of Aiiieeeee!, an anthology of Asian- American writers, Asian-American literature got 
stamped in America. The anthology was named "after the racist misrepresentation of 
"oriental" speech, embodies the suppressed voice of Asian America," (Susie J. I^ ak, and 
Elda E. Tsou 178) where the writers in the preface stated: "It is fifty years of our whole 
voice" (qtd. in Susie J. Pak Elda E. Tsou 178) besides proclaiming "that a true Asian 
American sensibility is non-Christian, non feminine, and non immigrant (qtd. in Wong 
8)." The anthology, however, is not fully Asian- American as it only covers three ethnic 
groups of Asia— Chinese, Japanese and Filipino. Asia is usually divided into three 
geographical areas: East Asia, South Asia, and Southeast Asia. East Asia includes China. 
Japan, and Korea; South Asia includes India, Pakistan, Bangladesh etc; and Southeast 
Asia includes Singapore, Philippines, Cambodia and Vietnam etc. Asian American 
literature is usually refers to the writings from East Asia only, but critics like King-Kok 
Cheung notes, "The term 'Asian American literature' generally describes works by 
writers of diverse national origins—Chinese, Japanese, Korean, Filipino, East Indian, 
Pakistani, Vietnamese, Thai, Cambodian, Laotian, and Pacific Islanders" (qtd. in Huang 
5). Likewise an e-joumal published by the United States Department of State entitled 
"Multicultural Literature in the United States Today." (Multicultural) has two separate 
chapters on Asian American Literature, one on "East Asian Literature (32-36)' which 
includes writers like Jennifer Lee, Birch Minch Nguyeni and Ha Jin. Onother chapter 
"Middle East and South Asian American" (32- 53)has put the writers from South Asia 
and Middle East together; it discusses South Asian writers like Akhil Sharma, famim 
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Ansary and Agha Shahid Ali. Sometimes South-Asian American poetry is referred as a 
separate category or sub category e.g. in Harold Bloom's edited book Asian-American 
Writers, the first essay by Ketu H. Katrak is "South Asian American Literature" in which 
writers from South Asian origin like Agha Shahid Ali, Meena Alexander, Sara Suleeri 
and many others have been discussed. Even the term South-Asian-writers does not 
describe the single category of writers but writers belonging to different regions within 
South Asia. Ketu H. Katrak points out: 
Writers from South Asian nations (themselves often invented as 
nations by the British) encompass a multiplicity of ethnicities, religions, 
languages, and cultures. Hence the category 'South Asian American' does 
not indicate a monolithic whole, but rather a collection of differences that 
are often more compelling and significant than any similarities (6) 
Themes of Asian American literature are very diverse ranging from writing about 
the mother land in diaspora, writing as a hybrid writer, where two identities merge, and in 
most advanced way, it is Asian writers writing with American sensibilities in the 
American melting pot culture. Themes of Asian-American writers, however, are not 
much different from the general concerns of the poetry; yet, having a hybrid identity, 
their thematic concerns vary to some extent, e.g. Kim notes that Asian-American 
literature "elucidates the social history of the Asian-Americans in the United States" (qtd. 
in Huntley44). Writers like Huang think that contemporary Asian-American writers 
compete with American writers, but, he observes that the tag Asian-American still 
remains even though their thematic concerns are more American than Asian-American 
(3). Maxine Hatong Kingston suggests that we should do away with hyphen in the 
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Chinese-American "because the hyphen gives the word on either side equal weight.... It 
looks as if a Chinese-American has double citizenship... Without the hyphen, '(Chinese' 
is an adjective and 'American' a noun; a Chinese American is a type of American (qtd. in 
Huang 3)." This concept of de-hyphenization particularized for Chinese- American 
literature can be equally practical for the Asian-American literature of which Chinese-
American is only a part. 
Since the chapter deals with the poetry of Agha Shahid AH, it will mainly concern 
itself with his poetry in context of the South-Asian American writing in general and 
Indian American poetry in particular. There are many Indian bom American poets like 
Agha Shahid AH, who share a similar culture and write with similar sensibility. It is 
important to introduce some of them like Meena Alexander, A K Ramanujan, Vikram 
Seth etc, so as to contextualize AH. Meena Alexander(1951-) writes about her experience 
in exile, her identity and cultural displacement. Living at various places and having 
undergone multiple exiles, she develops into a kind of global writer. She has published 
many poetry books which include Illiterate Heart (2002), Raw Silk (2004), Quickly 
Changing River (2008). In Raw Silk she talks about Post 9/11 scenario in America, 
Gujarat pogrom against Muslims and apartheid conditions in South Africa. There are 
undercurrents of feminism and post colonialism in her poetry but she is neither an 
avowed feminist nor a post colonialist. Vijay Seshadri (bl954) an Indian American poet 
has published with many reputed poetry journals in the U S. His collections are Wild 
Kingdom (1996), The long Meadow (2004). He deals with profound philosophical issues 
and writes about America and its events; however, Indian thoughts and ideas always tend 
to intrude with his American sensibility. Jeet Thayil (bl964) is an Indian-American poet 
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and librettist besides being an amateur musician, and writer of a debut novel Narcopolis( 
2012) which was short listed for Man-Booker-Prize. 60 Indian Poets is his famous 
anthology covering the whole gamut of Indian English poetry since Independence. There 
is not much "Indianness" (as it is traditionally called) in his poetry but he is mainly 
concerned with himself; being a drunkard, drug addict and sex addict, his poetry has a 
mark of these "vices". Vikram Seth (b 1952-) is a multicultural poet and a novelist who 
has had an experience of living in various parts of the world (London, San Francisco, 
China and India) which ultimately become the locale for his writing. Seth's started his 
poetry with Mapping (1980) and he went on to write many other poetry books including 
the verse novel The Golden Gate (1986) which consists of six hundred sonnets written in 
iambic tetra meter. The novel depicts the yuppie subculture of San Francisco. Seth has 
also translated three Chinese poets into English published in 1992, Three Chinese Poets: 
Translations of Poems by Wang Wei, Li Bai, and Du Fu. Seth's poetry is multicultural 
with various subjects and sensibilities but he "ultimately remains an Indian writer" 
(Reisman 35). 
Agha Shahid Ali like above mentioned poets has also lived and experienced both 
Indian and American cultures and traditions, therefore, he writes with a somewhat similar 
Indian-American sensibility. Agha Shahid Ali had his early schooling in America while 
his parents were pursuing doctoral degrees in Ball State Teacher's College, Indiana. The 
stay, however, was short and he received further education in Kashmir and Delhi. He left 
for America in 1974 and would visit his parents during summers in Kashmir. He went to 
live in America till his death in 2001 and died an American citizen. 
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Diasporic writers are usually concerned with their homeland and diasporic writing 
tends to be writing more about their native country than adopted country. Some writers, 
however, transcend this nostalgia and start writing about their second home. Ali has 
written about both. Although, in much of his poetry, he writes about home, but his 
anthologies like A Walk through Yellow Pages (1987) and A Nostalgist's Map of America 
(1991) focus entirely on America. However, Ali is not an American poet, like Walt 
Whitman, who saw America "singing, the varied carols" (Whitman); but he is a post- war 
poet of loss whose main concern is the victimization of the underprivileged. Ali travels 
through America to sketch its geographical and psychological landscape; besides much of 
the All's poetry on America is concerned with Native Americans— destruction of Native 
American people, culture, places and languages in the post-Columbian times. All's 
concern with the Natives is quite peculiar; he is neither a white settler nor a Native 
American, but a diasporic writer writing about the original inhabitants of America. Native 
American writer who writes about his people is well aware of his history; therefore, his 
writing about the injustices, crimes and sufferings of the past is a kind of "writing back" 
On the other hand a European-American writer constructs the victims of history in such a 
way that catastrophe appears to be natural rather than an organized crime. The outlook of 
the settler, in most of the cases, is justification of their crimes of the past, and a delusion 
is created by constructing natives as a kind of "poor" victims of history. Salzer views it 
thus: 
When European-American writers write "Indian," they are not 
writing as Indians. ... Rather they are creating romantic and stereotyped 
imaginary Indians which become, in their texts, "the real thing.' ... As 
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most ventriloquists, these writers succeed by creating illusions for their 
audiences' entertainment. 
In ventriloquism, the "dummy" apparently speaks, and the 
skill of the ventriloquist maintains that illusions. ... When the "dummy" is 
a doll, the act can be seen as harmless. On the other hand, when the 
"dummy" is a human being or represents a human culture, then the joke of 
a ventriloquist. The European-American writer, may inflict insult, damage, 
and cultural violence. (10-12) 
Ali also chooses to write about the Native American people with whom he did not 
share any history or culture, and unlike European-American he is not a settler colonialist 
either. Ali point of view is that of an outsider's, but his attitude is humanistic and 
empathetic, unlike sympathetic approach of the European-American writers. Ali sees 
them as fellow sufferers along with different people around the world who, like Native 
Americans, have suffered in history or are suffering. Thus All's attitude towards Natives 
in his writing is niether European-American writers' "construct" nor Native American 
writers' "writing back". 
American Indians or Native Americans who are the subject of All's lament and 
loss refer to the indigenous people who are believed to have inhibited the land in 
Americas since for more than 11000 years, since 8000 BC to be more exact. The arrival 
of Columbus and his discovery of America in 1492 was a great calamity for the natives; 
their population 54,000,000 to 100,000,000 in 1492 was reduced to a total of 265,683 in 
1910 (Denevan). Phil Lucas says about it, "They didn't move to Hawaii, they didn't go to 
Sweden. Where did they go? They are gone, killed" (qtd. in American Holocaust). Pre-
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Colombian Era was for them an era of culture and civilization: speaking their own 
language, following their own tradition, and living with mutual friendly relationship with 
other clans. Settlers destroyed everything, and AH seems to feel their pain and suffering, 
and in some poems he appears to be a Native American carrying the burden of history, 
and looking back at his culture and language in pain and lament. 
All's poem "Leaving Sonora" is about Hohokam tribe, a Native American tribe 
that lived in Sonoraian desert in New Mexico. AH believes that certain places "insist on 
fidelity" (AH 116) and, he feels that the desert asks to "Be faithful, / even to those who no 
longer exist" (AH 116). AH goes on to compare the pre-Columbian Sonora with its 
present day. He imagines a woman who could see the transformation of history: in the 
culinary ashes she could imagine the transformation of coal into diamond, something 
which actually happens inside earth, but AH finds its proximity on earth with 
transformation and extinction of Indian Americans. AH overviews the desert as he moves 
in the plane and sees all the history buried for he could see nothing but "blue lights fade 
into the outlines of a vanished village" (AH 116). The poem sketchs the loss ol" Native 
American history and the loss turns into a very profiise lament which he carries on in 
other poems. In the poem "I Dream I Return to Tucson in the Monsoons" which follows 
"Leaving Sonora", AH dreams of his visit and he sees nothing except rain, silence and the 
desert. AH uses images like sun, moon and ocean to lament about the lost tribes and longs 
"for the vanished love." As he moves on he sees everything vanished: "Below me is a 
world without footprints/1 am alone I'm still alone/ and there's no trace anywhere of the 
drowned" (AH 117). 
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In "Crucifixion" Ali tallcs about a Native American tribe Navajos and their 
custom of climbing up to Sangre de Cristos which literally means "blood of Christ"' 
where on each Easter they would crucify a bachelor before lashing him with yucca fibers. 
Nobody would tell anybody his whereabouts; not even the parents would know his grave 
for two years, which was a custom. This silence about his death leads to kind of 
disappearance of the bachelor. 
... you don't know that Silence, 
answered by its own echo from every 
direction, is at the moment turning 
all history to flesh— so that you will 
again be filled with sorrow, ...(Ali 113). 
The poem goes on to reflect upon the grief of parents which will fall on them as 
they will not be able to find the grave of their son. Ali also seems to juxtapose his own 
exile and living away fi-om his parents with Native American exile from history as "son 
won't be/ returning, never coming home" (Ali 115). The image of an altar and dawn of 
blood gives it a historical significance of the crucifixion of Christ: "and when far behind 
you the dawn is blood" (Ali 115). The poem thus emerges as an ode to the loss of the 
vanished tribe from history and makes one feel that they were all crucified by the settlers, 
and no blood seems to wash off the sins of those who usurped their land and history. 
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In "Beyond the Ash Rains" AH is very direct about the vanishing tribes. The 
poem is written in first person where a Native American tribesman seems to be speaking 
his point of view: 
When the desert refused my history, 
refused to acknowledge that I had Hved 
there, with you, among the vanished tribe, 
two, three hundred years ago,... (Ali 110). 
It may also be Ali imagining himself as a tribesman lost in the epoch of history 
speaking about the lost history. 
In the part one of his poem "In Search of Evanescence", Ali mingles the past of 
American Indian history with the present day America which tends to forget hisiory and 
wash "history off the shelves" (Ali 121); washing away dust from the books as tt seems 
that acknowledging history has become burdensome for them. Ali compares the past and 
the present; the present is symbolized by consumerist culture like "glass sneakers'" 
"mirrors lying on coffee table"; the past is symbolized by "moving the weather from sky 
to sky" "vanishing rainbows" "sun's quick reprints" (Ali 121). The past American Indian 
history which was as natural as the metaphors represent seem to be engulfed by "the 
walls of ceilings"— forced capitalistic modernity. As Chiu notes: 
By aestheticizing the plight of the lost ones, Ali asks us to 
imaginatively identify with them and their situation, rather than 
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succumbing to the tendency in modem society for people to identify with 
victors, not victims, and to live only for the moment, with '"no memories, 
families, or past'" (34) 
Agha Shahid All's poem "Eurydice" alludes to a Greek myth related to Eurydice 
(an oak nymph and one of the daughters of Apollo (the god of light)) who died of a 
serpent bite. Her husband Orpheus goes to the underworld and seduces the god of the 
underworld. Hades by his charming music, and manages to get her back on a condition 
that the pair will not look back at any moment of time during their way to the world. But 
when they had almost reached the world, Orpheus looks back and Eurydice disappears 
right away. The poem juxtaposes the Eurydice myth with Nazi concentration camps 
where a prisoner (read Eurydice) is "brought limping to Hell" (Ali 107). Now a "rare 
passenger/ in a river-green van"( Ali 107), arrives in Belsen to take the prisoner home; 
playing Beethoven he moves guards to tears, but the departure of Eurydice is held back 
by papers which are handed to him; he skims through them and leaves the prisoner alone 
"in a sudden/ tunnel of mustard twilight"(Ali 109). The poem tries to sketch a bleak 
image of loss, death, destitution. By juxtaposing the Greek myth with the Nazi reality Ali 
is hinting towards another vanished reality: death of American Indians who like prisoners 
in a Nazi concentration camp, and in gas chambers vanished into thin air. Here also "The 
smoke hangs down its arms/over the chimneys, /clearing the ghost-washed air." Bob 
Haozous says that "this world loses six million Jews, and world feels sorry; it loses fifty 
million indigenous people ... world doesn't care" (qtd. in American Holocaust). Ali 
seems to say the same. 
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Besides death of the Natives at such a large scale, their languages are aiso dying 
due to overwhelming power of the dominant language/s. In the late twentieth century, the 
United States established boarding schools for the natives so as to teach them language, 
culture and religion of the whites. These schools were run by or affiliated with Christian 
missionaries, where natives were not allowed to practice their religion, speak their native 
language and were forced to adapt American culture. In addition schools promoted 
adultery, incest and alcoholism, none of which was a part of the Native culture. These 
"Reservation Camps" as Adam Fortunate Eagle would say "were no more than glorified 
concentration camps." (qtd in American Holocaust). This concept has been very 
thoroughly dealt by postcolonial critics who have talked about marginalization of 
languages by the language of the powerful. Bill Ashcroft et.al says that "One of the main 
features of imperial oppression is control over language. The imperial education system 
installs a 'standard' version of the metropolitan language as the norm, and marginalizes all 
'variants' as impurities" (6). 
Agha Shahid AH in part four of the poem "In Search of Evanescence" talks about 
death of Native American languages. The poem is in the first person narration and the 
speaker seems to be the last speaker of the language whom somebody wants to live so 
that the language may live which was the pride of the tribe, and as beautiful as any other 
language. 
A language will die with me 
(once 
spoken by proud tribesmen 
in the canyons east 
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It has the richest consonants exact 
for any cluster of sorrows ... (Ali 125). 
Extinction of a language is a global phenomenon now which is affecting many 
"minor" languages resulting in the end of many languages to which American-Indian 
languages is no exception. There were hundreds of languages spoken in America before 
the advent of Columbus out of which hundreds died away up to the 19"^  century and more 
than hundred survived when they were brought under studies in the late 19* century. 
James Crawford writes "While Krauss (1992b) estimates that 155 indigenous languages 
are still spoken in the United States, he classifies 135 of these—87 percent of the total— 
as moribund."(18) These languages are only spoken by the older generation and the 
young speak only English. 
Ali in the poem equals language with prayer which needs to be saved, the way 
prayer needs to be granted. Thus prayer which amounts to faith, a source of survival, is 
perfect only in one's own mother tongue. Therefore, speaker's plea to save the language 
is to save his own being. 
Someone wants me to live 
so he can learn 
those prayers 
that language he is asking me 
questions 
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He wants me to live 
and as I speak he is freezing 
my words he will melt them 
years later 
to listen and listen 
to the water of my voice 
when he is the last 
speaker of the language (Ali 126). 
Epigraph used in the poem "In Search of Evanescence" which talks about the loss 
seems to applying to the Native consciousness. The idea of vanishing is very strong in the 
poem and very near to the Buddhist nirvana, which means extinguishing or unbinding. 
(The History) It seems to be same for the Native American tribes which Ali imagines to 
be a kind of his aher ego. Ali has talked explicitly about this subject of vanishing in his 
poems "A Nostalgist's Map of America" and "In Search of Evanescence" 'where he 
invokes Emily Dickinson. Dickinson's obsession with death is amazing that makes Ali to 
use the concept in defining the vanishing of the Native American tribes. Besides alluding 
to the Dickinson's poem "A Route to Evanescence" and using it as an epigraph to 
describe the bleak conditions of the Natives, Ali draw from it many other metaphors, 
images and meanings to discuss other issues. It is important to write something about the 
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Dickinson poem before proceeding to Ali's poem as he alludes over and again to this 
short poem of Dickinson. 
A Route of Evanescence, 
With a revolving Wheel -
A Resonance of Emerald 
A Rush of Cochineal, 
And every Blossom on the Bush 
Adjusts its tumbled Head -
The Mail from Tunis - probably, 
An easy Morning's Ride - (qtd. in AH 118). 
Evanescence is a tendency to disappear, to vanish away, to fade away to 
evaporate as if it didn't exist at all. The poem describes the movement of the humming 
bird which moves so fast that it disappears before the description of the movement can be 
completed. The movement, moreover, does not leave any trace of its happening as 
everything comes back to order before one could visualize the entropy. The poem is 
somewhat cryptic as Christopher E. G Benfey calls it "a riddle in verse (89)." Dickinson 
juxtaposes movement of humming bird and the mail coming from Tunis. This poem is 
considered to be the signature poem of Dickinson as she is believed to have sent it as 
signature to the letter to at least seven of her friends (Benfey 89). There is a revolving 
wheel, with resonance of green colour which suggests reverberating sound full of images; 
rush of red dye. These descriptive images are followed by events which are very fast and 
end in no time. The first line appears to be the title of the poem and rest of the lines tend 
to describe and justify the title: how evanescence happens. The poem can have multiple 
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meanings Benfey calls the poem an attempt to define "Evanescence" itself (89), and John 
F. Lynen says: 
The object is not so fully conceptualized nor so generalized as to be called 
a humming bird. It is a "route," a "resonance," a "rush," in short it is this particular 
something- neither object nor event-.... the poem carries us towards concept... 
[which is] so particular that it hasn't a name, or rather, has as its true name, the 
entire poem. (131) 
The poem is also about travel of a bird, letters, rail and above all, the imagination. 
The short time taken by the bush to adjust itself after touched by hummingbird depicts 
the time taken by the mail to reach Amherst from Tunis. Logan Esdale says that "the 
poem is ... a companion to her early letter in which she observes that "the world is full of 
people travelling everywhere"" (18). Logan Esdale says that in the poem "hummingbird 
is a courier (18)." All's allusion to the Dickinson's poem is not merely a reference to the 
poem, but All has situated his poems, "A Nostalgist's Map of America" and "In Search 
of Evanescence", in it. These two poems deals with two things (which are also subject of 
the Dickinson's poem): evanescence and travel; besides being an elegy on the death of 
his friend Philip Paul Orlando. His concern with travel and death of his friend will be 
dealt later in the chapter. Emily Dickinson was very much influenced by Buddhism 
which comes to light when one goes through her letters and poems.(see Uno, Sluytet,) 
The poem in discussion, "A Route to Evanescence" also hints towards her Buddhist 
inclination. Wheel is a Buddhist symbol which represents cycle of life and to achieve 
"nothingness" or '"nirvana" one has to go beyond this cycle of life, which is signified by 
"evanescence" in the poem. Ali seems to be well aware of her Buddhist influence whose 
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principle, according to Peters, is "that all things originated in nothing, and will revert to 
nothing again (qtd. in Uno 57)." All's has many reasons to be obsessed with 
evanescence: it is vanishing of the American Indian tribes, loss of his friend Phil, and 
universal loss or fatalism. Ali's search for evanescence is not his Buddhist inclination 
towards nirvana like that of Emily Dickinson, nor has it much to do with post modem 
angst. AH feels the loss of time, people and passing away of everything. His mapping and 
travel is a part of that "passing away", which is more of tragic vision of life rather than 
Buddhist escapism or postmodern pessimism. 
Ali's poem "A Nostalgist's Map of America" which has been discussed above in 
the context of American Indian identity and his obsession with evanescence, also deals 
with travel and mapping of America. The poem begins with the memories in which Ali 
recollects moments he spent with his friend Philip Paul Orlando to whom the poem has 
been dedicated. The journey begins from Pennsylvania, and as they move with speed they 
leave behind trees with same resonance of emerald as we find in Dickinson's poem, "A 
Route to Evanescence" which has been discussed above. It is accompanied by sense of 
loss and desire for evanescence which he believes will compensate the loss. Ali's play 
with Dickinson's poem is an attempt to find a perfect aesthetic to express the sorrow for 
his friend who is dying of AIDS. The whole poem seems to be geographical, emotional 
and aesthetic journeys mapped together. The journey which began in Pennsylvania ends 
in Southern California and in the whole poem he wants to console his friend, making him 
believe that everything will be alright. The last lines of the poem is a "rush" of emotion 
which puts the whole poem in "resonance", and a second relook at the poem makes us 
realize that it is nostalgist's mapping of America. The word "resonance" which Ali uses 
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over and again "invokes all kinds of meaning that the term "exile" evokes: the purpose of 
travel, the meaning of loss, and the illusion of belonging, and much more." (Mai 42) At 
the end of the poem poet is in pain and profound longing; he tries to cope with the reality 
which he tried to evade through the whole poem. 
this is least false: "You said each month you need 
new blood. Please forgive me, Phil, but I thought 
of your pain as formal feeling, one 
useful for letting go, your transfusions 
mere wings to me, the push of numerous 
hummingbirds, souvenirs of Evanescence 
seen disappearing down a route of veins 
in an electric rush of cochinear'(A]i 120). 
AH concern with mapping and travel can be categorized under the genre of travel 
writing, a genre of literature that focuses on writing based on travel experience. Travel 
writing can be based on a range of writings like journalism, history, politics, sociology, 
environmental concern or a scientific study which can take any form— fiction, non-
fiction, poetry newspaper article, blog and so on. Talking about American travel writing 
Hamera Judith and Alfred Bendixwn say that "The genre is itself in motion and, in the 
process, reveals much about the changing cultural desires and anxieties both of the 
traveler and the American reading public. (2)." Ali's book A Nostalgist's Mapping of 
America is also a kind of a travel writing in which he makes us travel across America 
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focusing on pre-Columbian America and trying to revisit it in the context of modem 
American map. 
Agha Shahid AH while mapping America first of all draws a rough and true map 
of Pre-Columbian America in which we find no straight lines drawn to separate various 
states of America which have been divided only to name them United States. Pre-
Columbian States are based on various tribes living in certain specific areas with 
individual cultures and language which differentiates them fi-om the other states. Now 
America has only one language and a singular culture to a large extent (although with 
traces of multiculturalism). Ali like any other travel writer, in the words of Judith and 
Bendixen "creates American "selves" and American landscapes through affirmation, 
exclusion, and negation of others, and interpellates readers into these selves and 
landscapes through specific rhetorical and genre conventions. (1) 
In part two of "In Search of Evanescence" we find Ali continuing mapping 
America. Ali comes back to Pennsylvania and Phil, and continues "mapping America, the 
city limits/ of Evanescence now everywhere" (Ali 122). He regrets that he did not tell 
Phil his routes of evanescence. In part five Ali deliberately copies Dickinson's style and 
quotes her other poems so as to refer back to her evanescence poem. It hovers around the 
same theme: evanescence, an escape from the wheel of life. 
"There is -so much-of it-
I want to get outside-of it all-
I would-if I could-
Even if it killed me-" (Ali 127). 
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In part six Ali again goes back to Pennsylvania and Phil again comes in question 
where he feels that ""Phil was afraid of being forgotten"" (Ali 128). And he regrets not to 
have consoled the friend as he should have done. In part nine Ali follows the same 
pattern and invokes Keeffe and his obsession with Phil does not stop and he says: "I've 
bought tickets for us to Evanescence, Phil, /and you will be with me as we pass ihe ghost 
towns- (Ali 131). At the end of the part All's concern heightens and he implores with 
regret, pain and longing: 
I'm saying to a stranger what I should 
have said to you:" I have no house only 
a shadow but whenever you are in need 
of a shadow my shadow is yours.(Ali 128) 
All's search for evanescence is also the search for a resting place which one can 
call home. All's exile from his homeland and his journeys through America make him a 
restless traveler in search of a place. He tries to find evanescence in Pennsylvania where 
the poet feels that "There has to be one" here. As the travel continues he tries to find it in 
Southern California as he could not find it in Pennsylvania: he doesn't find it but Phil will 
soon find it as he is dying and will vanish away. Ali's whole journey in to find 
evanescence is a tragic journey of loss and passing away of time, place and people 
Besides mapping the US and North America Ali also contours South America. Ali 
in the poem "I See Chile in My Rearview Mirror" drives through Utah and views South 
America in his rear view mirror. Ali's mapping of South America is a continuation of 
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mapping America; rather he completes mapping Americas. While mapping America his 
second home he maps various states of the USA, but in this case he maps various 
countries of South America. The travel which is described by the poet as a visualization 
he sees in a rearview mirror is actually an imagined travel through recent history of South 
America; it is a looking back in nostalgia or a political travel in a post colonial world or 
in an ongoing neo-colonial age where he is trying to map the continent in aftermath of 
colonialism and continuation of American imperialism. "Landscape is "a construct of the 
mind and of feeling," according to Yi-Fu Tuan, a human invention that "can take place 
only in the mind's eye.""(Stowe 26) Ali considers it on same lines and critiques this 
colonial construct. 
While mapping the continent he starts from the lower countries seeing Argentina 
then Paraguay followed by Uruguay. Thus while moving north ward the mirror reflects 
Columbia, Brazil and Peru. Ali does not describe the countries merely by names but the 
way he sees them through the glass of the mirror or the way the mirror reflects them. "I 
see Argentina and Paraguay / under a curfew of glass..." (Ali 161) Then he goes on to 
see that "The night in Uruguay/ is black salt" (Ali 161) and "Columbia vermilion, Brazil 
blue tar ... / Peru is titanium white" (Ali 161). By using these descriptive words for these 
countries Ali is trying to show economic importance of these countries because of which 
they have been the subjects of colonialism and now are the subjects of the economic 
imperialism. Now he sees different vision of these countries: "I see Peru without rain, 
Brazil/ without forests-/ .../SedonaNogales Anasazi" (Ali 162). 
Mapping almost whole of the continent while traveling further north the mirror 
reflects nothing but Chile, and All's vision stops at Santiago, capital of Chile and his 
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journey ends here. Now mirror, memory and history centers on the Chilean coup de at of 
1973, referred by many as the first 9-11, in which democratically elected Socialist 
President Salvador Allende was overthrown by the Military dictator, Augusto Pinochet 
which resulted in the death of about four thousand people and forty thousand were taken 
to National Stadium which was used as a concentration camp (Yousaf). Death in the 
stadium became rife, as Ali says, "Those about to die are looking at him, / His eyes 
ledger of the disappeared. / What will the mirror try now?" (Ali 163). Ali is describing 
what follows the coup: football stadium which has now become an interrogation centre 
where death is ubiquitous. He describes the catastrophe, "They dig till dawn but find only 
corpses. /He has returned to this dream for bones. /The water darkens. The continent 
vanishes" (Ali 163). Thus at the end of the poem mirror ceases to reflect, mapping stops 
and the continent vanishes. Thus the poem, like the reflecting mirror, startles and terrifies 
the reader, as he visualizes the horror. Ali invites the reader to look at the perils of neo-
colonialism and American Imperialism which is seen as a continuation of the age old 
imperialism. 
As Harley says cartography is "primarily a form of political discourse concerned 
with the acquisition and maintenance of power" (qtd in Howard 140). In the process of 
colonization cartography had an important role to play as the process was chalked out on 
paper e.g. maps used by Christopher Columbus which helped him in discovery and 
rediscovery of America. Thus the colonial project "relied heavily on the science of 
mapping."( Howard 148) Thus All's drawing of map and contours across continents can 
be explained in the following statement by Graham Huggan: 
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So while map continues to feature in one sense as a paradigm of colonial 
discourse, its deconstruction and/or revisualization permits a 'disindentification' 
from the procedures of colonialism (and other hegemonic discourses) and a (re) 
engagement in the ongoing process of cultural decolonization. (411). 
Besides talking about the catastrophe that befell on American Indians and human 
right violations in South America, Ali also pens down some poems dealing with other 
kinds of human rights violation in the United States. In "The Keeper of the Dead Hotel" 
Ali makes us remember the victims of the Bisbee deportation of July 12, 1917 when 
about thirteen hundred miners were deported in cattle cars to Hermanas, New Mexico 
covering a distance 320 km in 16 hours through the desert without food or water. Since 
the Victims were Mexican Americans they were discriminated by Caucasian supervisors. 
The poem sketches the scene of a dead hotel where rich senators would gamble and drink 
and their wives, with all their coquetry, would charm the gathering; now it is empty but 
haunted by wife of one of the senators. One of the wives wants to know what happened 
as everybody seems to be silent on the issue and conditions are created to make it appear 
that nothing had ever happened, "she hears a whisper" "Something/ has happened. What 
is it?"(Ali 137). Years after letters arrived for her and when the keeper read them, "No 
one answers, / But each night a voice cries out: "Fire!"" (Alil37). The Image sketched by 
the poem is haunting and gothic, through which Ali tries to recreate the ghosts of history. 
She desperately wants to know what had happened and this desperateness to know haunts 
the whole poem. During that time the government had issued an order that the news 
should not be published; New York Times, however, did talk about the incident 
suggesting that mass arrests were a better option. (Bisbee) 
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Every silence in the world 
has conspired with every other. Unanswered 
she is leaving this city again, her voice pressing him back into the silence 
of ash-throated men in the desert... (AH 137-138). 
Agha Shahid Ali has carried on this idea in some poems parodied from Grimms 
tales. Here, Ali, by simply copying the old tales, tries to show how ideologies w(^ rk in the 
hierarchy of power structures. He uses the technique of parody; an important literary 
practice used by modem writers to retell something in a new way, so as to reinterpret it 
on the basis of modem techniques, philosophies and forms. Ali parodies two tales of 
Grimm Brothers by deconstructing them to tell us about the violence and ideology used 
in language by the dominant to augment power. Grimm's tales, first published in 1812, 
have been entertaining and educating the European and American children for centuries. 
In the Modem era Grimms tales have gone through enormous critical study, keeping in 
view the rise of modem critical theories like Marxism, Psychoanalysis, and I eminism 
etc. The fairytale, "Little Red Riding Hood", which Ali transforms into a poem, has 
received a good deal of criticism, ranging from Psychoanalysts to Feminists. AW is not 
the first one to deal with the tale, but the tale is so interesting that it has interested many 
painters, sculptors and writers. 
Little Red Riding Hood's story is embedded in our cultural unconscious, and its 
endurance signifies its continuing relevance and interest to artists, critics and audiences 
of popular culture. The potential for change embodied in the fairy tale is recognised by 
artists who add their interpretations to a heritage of adjustment. (Bonner) 
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The tale like many other tales originally belonged to the oral tradition over years 
passing from generation to generation. But it was Charles Perrault who first put it into 
written form in French; later on Grimm Brothers translated them in to English. Perrault's 
version of the tale is a bit different from that of Grimms'. The tale goes like this that 
Little Red is given a pot of butter and cake by her mother to be given to her ill 
grandmother who lives in a back of a nearby forest. On her way to Granny's house she 
meets a wolf who asks where she was going. Red tells wolf the whole thing besides the 
address of her granny which the wolf wants to know. Wolf takes one path and she takes 
the other one. Wolf reaches before the little girl and he gobbles down granny, and hides 
in her bedding. When little Red reaches granny's house, the wolf tells her, in the voice of 
granny, to unclad herself and come to bed, she follows his orders and wolf gobbles up her 
as well. The tale has a moral too: young girls should not wander alone and talk to 
strangers. 
However in Grimm's version. Red is not asked to take off her clothes, but she is 
eaten up as soon as she enters the room. Moreover both Granny and Red are saved by 
passing a huntsman as he rips open the belly of wolf while he sleeps on. They come out 
alive and belly of wolf is filled with stones and when he tries to get up he dies of weight 
of the stones. When Little Red came out she cried "Ah, how frightened I have been! How 
dark it was inside the wolf" (Grimm) Thus Perrault's version ends on a tragic note while 
as Grimms version ends on a comic note. Moreover, Grimm does away with the part with 
explicit sexual connotations like taking off clothes by Red and sleeping with the wolf. 
Therefore Grimm's tale, as Hanks and Hanks would say, sees to it that "American 
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children are carefully sheltered from "the facts of life," specifically from the facts of 
sexuality and death" (68). 
Feminists have argued that the tale has given a negative portrayal of woman who 
is being asked to be dependable on men and every time they need saviours like huntsman 
to save her. Jack Zipes has given a pictorial detail of the portrayal of Little Red during the 
Victorian era where he has shown pictures that make the Little Red look seductive and 
cunning. It is she who takes the blame of what she suffered: rape. Thus "women 
portrayed as eager to be seduced or raped." (Zipes 80). Vallone writing about the 
photograph by Charles L. Dodgson (1857) in which Agnes Grace Weld, who represents 
Little Red Riding Hood, has protruding eyes and looks very strange and cunning (pic. in 
Vallone 195), says that "Carol Mavor describes this stare as combining girl and wolf, 
consumer and consumed ... Mavor's reading of the photograph reverses the story so that 
the girl becomes the predator, her animal nature directed at the viewer through her 
eyes"(195). Zipes would say that hood which Little Red wears stands for "an iconic sign 
of the seducer, the femme fatale" (qtd in Talairach-Vielmas 261) Talairach-Vielmas 
deliberates on the point saying that "Little Red Riding Hood simultaneously appears as 
an image of lust and desire—not particularly fearing to mate with the wolf" (261) 
Thus tale, its pictorial description and criticism through years have given a 
negative representation of women and a moral which actually is the implicit male 
hegemony as Nodelman would tell us that the tale "is a cynic's knowing comment on 
innocence: innocence is stupid."(71) Women would only challenge this male chauvinism 
and cynicism in the late 20* century as feminism had become popular and women would 
get more rights. Ali seems to be well aware of the tale and its criticism over the vears. He 
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deconstructs the whole trend; we find no feminism, no psychoanalysis; he rather 
questions everything. His title itself questions the tale, "An Interview with Red Riding 
Hood, Now No Longer Young"; the title suggests that Red is no longer little but mature 
enough to think about the past in knowledge. 
Since interviewee is no longer little but quite young now, she answers questions 
very daringly. When asked what happened after the wolf had died? She says that her 
father bought whole of the forest and searched for wolves who, however, "escaped, / like 
guerillas" (AH 98). He cut down the forests and now has a timber industry of his own; 
and she proudly adds "I, of course, am an heiress (AH 98). When asked about granny, she 
says that she had night mares and always felt that wolf was going to eat her up. However, 
she adds, granny is no more. To the last question that if she had any regrets, she answers: 
Yes. 
I lied when I said it was dark. 
Now I drive through the city, 
hearing wolves at every turn. 
How warm it was inside the wolf! (AH 99). 
AH, to use Derrida's concept, deconstructs the whole text, so that the text is 
analyzed and dismantled in order to reveal the inconsistencies and contradictions within 
the text so that fraud of stable or a single meaning within a text gets revealed. The basic 
aim is to dismantle the centre by privileging the erstwhile marginalized or playing with 
the centre-margin relations. It is strategy to "read the text against itself so as to expose 
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what might be thought of as the "textual subconscious" (Bertens 73), or what Christopher 
Norris says that "the signs of that struggle[of a text] are there to be read in its blind-spots 
of metaphor and other rhetorical strategies."(19). All's poems therefore can be read as 
deconstructive reading of the fairy tale. 
In the Little Red Riding Hood, even though Little Red may be criticized as 
seducer or coquette, but the fact remains that the wolf is the villain of the story whom 
Grimm calls "big bad wolf and Perrault calls "wicked Wolf. In Grimm's tale wolf is 
dissected and filled with stones which implies that he got his just desserts. Bums notes 
that "In Red Riding Hood, the evil, mesmerizing darkness of the Wolf echoes the image 
of the darkness of night and death."(30). Bums further goes on to quote from the 
Dictionary of Symbols where the wolf is being cited as "the "symbol of evil," the 
"monster" who lived in the depths of the earth and who would "break out of this prison . . 
. devour the son" (31). Thus wolf is the evil personified who is cunning, crafty, sly, rapist 
and what not. All's "The Wolfs Postscript to "Little Red Riding Hood" questions the 
position of wolf as the wolf says, "First, grant me my sense of history..." (Ali 100). It 
fiirther goes on to say that I have been made a scapegoat so that kindergarten in posterity 
will learn a moral lesson that little girls should not talk to strangers. Wolf deconstructs 
the whole plot saying that I could have gobbled the little girl there and no need for me to 
ask the address of her granny: as a forest dweller, I knew it better. In addition, wolf asks 
that if I was sleeping when the huntsman ripped by belly apart and filled it with stones 
and garbage. It was only done, he asserts, so that children may laugh at my big fall. 
All's "Interview" is actually a parody or pasfiche of the original siory. Ali 
parodies the original with a purpose. Parody is usually written for the "highly 'knowing' 
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and literate audience, for whom criticism is merely a part of literature, not a separate 
industry." (Parody 167) Or, "a critique of a view of life already articulated in art."(Parody 
167) Pastiche on other hand is quite similar to parody but it is less of a critical re writing 
and more of a satirical deconstruction. Therefore, Ali's parody is not mere poetic form of 
already story in prose but he is writing with serious implication: a purpose of getting into 
the heart of the original. His parody is not to be seen as a postmodern technique which 
comes very near to pastiche, which Marxist critics like Jameson have severely criticized, 
but All's parody is more a rereading of history with a purpose. Huthenson's notes : 
While Jameson saw in postmodern parody only emptiness and pastiche 
(Jameson 1992: 17), others saw in it the very embodiment of a postmodern 
paradox (Hutcheon 1988: 11). Parody ... both installs and subverts at the same 
time. ... parody engages the history of art, and through it a larger social and 
cultural history (122) 
Implicitly Ali unveils the lies of colonialism, capitalism and history where the use 
of language plays a very important role. George Orwell says in his notes about the use of 
language that "political language has to consist largely of euphemism, question-begging 
and sheer cloudy vagueness...political language... is designed to make lies sound truthful 
and murder respectable, and to give an appearance of solidity to pure wind." (qtd in Jones 
34). Wolf, therefore, represents cannibal of the history whose representation is totally 
dependent on the construct of the Powerful (read Prospero); now represented as a wild 
animal who can gobble down an "innocent" person, Tabish Khair talks about 
representation of the "other," saying that westerners have constructed "... non-Europeans 
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as basically unmitigated/lurking cannibals (waiting to jump out of the skin of E uropean 
acculturation at any moment and gobble up Europeans)" (4). Thus instead of darkness 
inside the wolf, we find warmness, but that has been hid in the cold construct of 
language. The two "fractured fairy tales" of Agha Shahid Ali, Lawrence says, " show the 
violence at the heart of language practice, how words are used to silence and exclude, 
masquerading under the guise of the "truth" when in fact operating as a self-justification 
in the interest of preservation of power ."(16) 
Thus All's engagement with America is manifold: his concern with its geography, 
the Natives, power structures, and above all his own life in this matrix. Ali has woven all 
these themes while writing about his second home, and all these concerns hold on to All's 
pain and loss of the bygone time and its happenings. While parodying "Hansel and 
Gretel" story Ali tries to situate himself in this new home. The story is about Hansel and 
Gretel; two children in the forest abandoned by their parents. They are captured by a 
witch who makes the girl to do menial jobs and fattens the little boy to be eaten up later 
on. However the story ends on a happy note with witch being killed and two children 
returning back to their father, happy ever. Ali, in the poem, "Hansel's Game", rewrites 
the story on his own pattern by making himself the little boy, Hansel who plays "with 
every Gretel in town including Gretel," (Ali 102) his sister. Ali tells how her mother 
forces him to leave the home: "Darling, go out into the world, / the womb's no place for a 
big boy like you" (Ali 102); and he leaves it but he "knew the ending" (Ali 103), 
therefore, he dealt with the witch beforehand. The poem can have multiple meanings, on 
the one hand it is Ali's life in exile and his longing for home; it could be his concern with 
the power structures as in the case of other parodies, or it could be, as "Bettelheim sees 
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"Hansel and Gretel" as a kind of coming-of-age story, in which the children learn 
effective ways of dealing with the world."(qtd in Walter 323). Thus AH is no more a 
child, but a mature enough who knows the plot; and he will not succumb to the American 
dream, whose reality he finds hidden beneath the fabric of language. 
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Chapter IV 
Transnationalism, Cultural Plurality, and Sufism in the Poetry of 
Agha Shahid Ali 
Migrations and resettlements have been taking place from the times immemorial. 
People have always travelled in search of a suitable place for many reasons, be it an urge 
for a better living, or migration forced by untoward situations like famine, war, weather 
etc. Living away from home has given the people a strong sense of alienation and 
nostalgia which is usually termed as diaspora (which has been discussed in ihe third 
chapter of the thesis). Migrations continued during the colonial era in the form of the 
enslavement of blacks from Africa, their sale in the United States, and the migration of 
entrenched labourers from India and Africa. The term diaspora, however, became current 
due to globalization, when, after the colonialism, immigration to the capitalistic centers 
like Europe and America became a norm, which continues to this day. The term has thus 
become more complicated as it has acquired multiple meanings like exile, migration, 
global mobility, dispersal etc. The chapter will attempt to read Agha Shahid Ali as a 
transnational poet, who cannot be categorized as a poet belonging to certain area and 
writing about something particular. The chapter will discuss some of his poems in detail 
in order to discuss multiculturalism, plurality, diaspora, metissage, creolization, 
transculturation in his poetry, and how it shapes his plural identity. The chapter will 
further discuss Sufi influences and exilic consciousness of Ali and the link between the 
two in his poetry. 
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The migration and dispersal of the people across the world reached the high point 
in the post second World War era, particularly, after the fall of the Colonial Empire. The 
postcolonial age can be thus considered as the age of movement where people got 
dispersed on a large scale for various reasons; the chief among them being capitalism. 
Capitalism has made the movement necessary; for the people from the rural areas have 
been moving to the cities and the people from the Third World moving to the First World 
for better living. Migration of people from various communities has given rise to a large 
number of people with different languages, cultures and religions living together. This 
diverse group of people living together has given rise to a society which is generally 
called a multicultural society. The settling of these people into other lands gave them a 
sense of alienation and cultural loss which they tried to compensate by sticking to their 
own culture. In this new multicultural home, the life of the immigrants has not been 
easy as they confront a new environment and face xenophobia. This in turn alienates 
them from the host culture and leads to the formation of new cultures along with the old 
cultures, giving rise to a multicultural society. A multicultural society is one which has in 
it various cultural group, mostly from the non-white immigrants. However, the 
ftindamental problem with the word "multiculturalism", according to Watson, is that 
different scholars apply different meaning to it" (qtd. in Prato 3). Multiculturalism is, 
therefore, a very political and relative term; for instance. The Commission's Report: The 
Future of Multi-Ethnic Britain, states "Britain is both a community of citizens and a 
community of communities, both a liberal and a multicultural society, and needs to 
reconcile their sometimes conflicting requirements" (Commission). The statement is 
uncertain and ambiguous trying to accommodate the immigrants, but not fully. This is 
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usually referred to as liberal multiculturalism. Left-wing multiculturalism aims at 
opposing the liberal multiculturalism and is called critical multiculturalism. It tries to do 
away with European monocultural hegemony which they consider to be ethnocentric and 
racist. (Multiculturalism) 
Living in a multicultural and plural environment gives a hybrid identity to the 
emigre. Hybridity is a postcolonial concept regarding the mixture or melange of cultures, 
a kind of transcultural variety created when people from different cultures converge. It is 
actually a term fi-om horticulture, referring to the formation of a hybrid crop by the 
scientific method of cross breeding which yields a better crop. The term was made 
popular by Homi K Bhaba who used it in the study of the relationship between the 
colonizer and the colonized. He contends that a space is created when these different 
cultural systems come face to face with each other, which he terms as the "third space of 
enunciation" or "in-between space" (Kuortti 8). "This 'Third Space' allows us to 
conceive of the identities of cultures in terms that transcend the binary dialectic between 
'us/them', 'insider/outsider', 'inclusion/exclusion" (Hybridity). "Sometimes this in-
between space or third space is called the "mediation space": "a contact zone within 
which different cultures come in contact" (Farahzad, and Monfared). However, in the 
context of literary theory, the implication of the term has become somewhat complicated, 
as a result the term has come to carry multiple meanings. As Prabhu states that "In 
theoretical discourse, hybridity has spawned a variegated vocabulary, including terms 
such as diaspora, metissage, creolization, transculturation" (1). This hybridity and 
plurality of culture is quite apparent from the literature produced by non natives who 
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write in the language other than their mother tongue. These features are quite evident in 
the writings of Agha Shahid Ali. 
Agha Shahid AH's upbringing in a muhilingual and multispatial environment 
gave him a pluralistic identity which would not conform to any particularity. This blend 
of different cultural traditions and identities is widely reflected in his poetry. In an 
interview he talks of his identity thus: "I would say that because of certain kinds of 
historical forces, I am lucky to be imbued with what I'd call permutations of Hindu, 
Muslim and Western cultures," (Ali, Interview 267). Ali wrote his poetry under the 
influence of this hybrid consciousness. 
call me a poet 
dear editor 
they call this my alien language 
i am a dealer in words 
that mixes cultures 
and leave me rootless (Ali, Bones 12) 
His poem "From Another Desert" is one such classic example of the melange: it 
shows how Ali internalized various cultural traditions resulting in the development of his 
pluralistic identity. The poem tells the story of Laila and Majnoon, an old Arab tale of 
love based on the true story of Qays ibn al-Mullawah. Laila was a beautiful girl from a 
rich family and Majnoon was from a poor family. Both fell in love, and Majnoon asked 
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for Laila's hand in marriage which was out rightly rejected by Laila's father stating 
Majnoon's economic status as the problem. Laila was married to another man and, as a 
result, Majnoon left home and began wandering in the forests. He became mad or love-
possessed, therefore "Majnoon" in Arabic means somebody crazed by love. He kept 
yearning for Laila, writing her name on the sand, and wrote poetry in her separation and 
love. Laila also couldn't bear the separation and died of a broken heart. Majnoon later on 
came to know of her death, and he also died and was buried near her grave. The tale has 
become very popular in Arabian, Persian and Urdu literature; many prominent poets and 
writers have alluded to this story in their writings. This tale has also been quite popular 
among the Sufis who have derived the meaning of spiritual love from this human love 
story. "Mystics contrived many stories about Majnun to illustrate technical mystical 
concepts such as fanaa (annihilation), divanagi (love-madness), self-sacrifice, etc"' 
(Syed). Sometimes revolufionaries have made Majnoon a rebel by giving political 
dimensions to the tale. (Ali, The Veiled 139) Agha Shahid Ali has carved out a poem 
fi-om the cultural context of this story. The poem begins with a couplet of Ghalib— the 
famous Urdu poet who, in his poetry, has alluded to the tale many times. The allusion to 
Ghalib's couplet, which develops around imagery of a desert and symbol of Majnoon, 
suggests the cultural context in which Ali is situating his poem—Persio-Arabic. The 
poem opens with the cry of Majnoon, the mad one, seeking the beloved: 
It is a strange spring 
rivers lined with skeletons 
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Wings beating 
the cages 
letting the wind hear 
its own restlessness 
theory of gods 
and prisoners 
letting me hear 
my agony (AH, The Veiled 139 
This cry of Majnoon has multiple connotations, be it his agony of the pain of love, 
a spring without blossom— "strange spring" (AH, The Veiled 139) connoting 
independence without freedom, as wings are beating in the cages and we hear cry of gods 
and prisoners. (AH, The Veiled 139). The poem is a kind of wasteland set in a desert 
where in "... strange spring/ rivers are lined with skeletons" (AH, The Veiled 139). The 
waste land is quite different from the one sketched by AH in Bone Sculptor which has 
been discussed in the chapter I of the thesis. The wasteland sketched by AH in Bone 
Sculptor is skeptic and pessimistic with no hope and desire. On other hand "From 
Another Desert" is also pessimistic, but there is also desire and hope. It is a kind of 
postmodern reading of the modem wasteland where Sufism, politics, love, desire and 
defeat are juxtaposed together. The poem, however, has characteristics of being both 
modem and postmodern: modem because it echoes the style of T S Eliot's The Waste 
Land, and postmodem for being a parody of a famous Persian tale of Laila and Majnoon, 
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or, to be more appropriate, it is a modem poem with postmodern touch. Nonetheless, 
given the subject and style of the poem it echoes the subject of Persio-Arabic poetry, 
which is also the theme of many Urdu poems and other writings written in Sabke-Hindi-
the Indian style. (Faruqi) 
Part II of the poem takes us to the ruins of temple where we find broken statues 
and gods without vermillion marks. The return of gods does not provide any relief or 
solace to the resting beggars of the waste land, but we see god "clings to his marrow/ 
frozen in the bones of his worshippers" and "he extends the earth/ like a begging Dowl/ in 
the grief of broken flesh" (Ali, The Veiled 141). It represents the desperateness of 
situation which faces helpless god, Majnoon and the people. 
Part III of this wasteland is set in heart where he tries to draw upon the Sufi 
concept that heart is the centre of gnosis. The line "Each statue will be broken/ if the 
heart is the temple" (Ali, The Veiled 141) reflects a Sufl doctrine according to which 
every heart is full of idols which are to be broken and be filled with nothing but the love 
of the Beloved, God. The tale has been used by mystics to connote the spiritual love in 
which Majnoon is the seeker and Laila is the reality (Beloved) who is sought. Part IV 
develops into a romantic desire, and images like "jasmine", "moon" and "window " make 
it an elegiac longing, representative of Majnoon's desperation. (Ali, The Veiled 142) 
Thus Ali commingles various things together, but this melange is not a salad bowl mix, 
rather it is syncretism, where it becomes difficult to differentiate between various cultures 
and traditions. As Homi K Bhaba says, "This 'part' culture, this partial culture, is the 
contaminated yet connective tissue between cultures - at once the impossibility of 
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culture's containedness and the boundary between. It is indeed something like culture's 
'in-between', bafflingly both alike and different" (54). 
This "translation of cultures" (Bhaba 54) is perfectly assimilative in case of Agha 
Shahid Ali and it generates "cultural-sympathy" rather than "cultural clash" (Bhaba 54). 
It is quite apparent in the Part V of the poem. Here Ali juxtaposes postmodern American 
"hippie" culture, where wearing ragged clothes is a fashion, with ragged identity of 
Majnoon: "I've declared a fashion/ of ripped collars" (Ali, The Veiled 142). The attire of 
Majnoon, the lover, and Sufi, the seeker is quite the same: ragged and torn. Ghalib's 
couplet describing the attire of Majnoon is quite handy here; "Every amateur lover clad 
himself in beautifiil attire. / But Qais remains naked even on the canvas" (Ghalib, my 
translation), making nakedness of Majnoon a sign of his great love. Thus, he juxtaposes 
modem American cultural sensibility with the 7* century old Arab desert and legend. As 
Patrick Colm Hogan notes, "It is not the Arabian desert of Majnoon, but a desert in the 
United States, a desert with specific implications of postcolonization, exile and 
homelessness— and, of course, a desert that, along with these implications, extends and 
reparticularizes the standard ghazal image of separation" (211). Thus, Ali mixes two 
different cultures of two different places and of two different times resulting in a poem 
which becomes hybrid and cross linked. Regarding the hybridization due to cultures 
separated by different times, Bakhtin answers the self put question, what is hybridization? 
"It is a mixture of two social languages within the limits of a single utterance, an 
encounter, within the arena of an utterance, between two different linguistic 
consciousnesses, separated from one another by an epoch, by social differentiation, or by 
some other factor" (358). Thus Ali does not only mix the two sensibilities, but two 
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geographies also, separated by both, time and space, giving the poem a hybrid nature 
both at a spatial and temporal level. This done, AH goes back to the image used in Urdu 
poetry and then shifts from Urdu tradition to postmodernism: 
I am waiting 
for a greater madness: 
to declare 
my self 
to the Hangman.( AH, The Veiled 143) 
In Part 6 of the poem, Majnoon, the lover, attains the qualities of a rebel who is 
now concerned with the world's sorrow and his rebellion will bum down the arches of 
the palaces. But the rebellion fails and the defeat is followed by betrayal and sorrow. 
Now Majnoon again surpasses "the rupture/ of every mad lover" (AH, The Veiled 143). 
In part 9 of the poem the Persian glass (Jamsheed's Goblet which reveals the future) and 
miniatures show how Majnoon's father is desperate to know about his son. In addition, it 
talks about Mughal Emperor Jehanghir who is busy with his "royal hunt" (Ali, The 
Veiled 146) and too high to dismount in Majnoon's "wilderness of sorrow" (Ali, The 
Veiled 147). 
In part 10 of the poem Ali alludes to the version of the fall of man in which Iblis 
the Satan is shown as the true lover who does not bow to Adam, a mere mortal because 
he is the true lover of God; he does not worship anybody but God. Majnoon is compared 
to him to show the greatness of his love. Ali thus gives a mystic connotation of the love 
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of Majnoon who surpasses every lover, and is not ready to worship anybody but the 
Beloved (God). Thus Ali brings Blake's opinion regarding Milton's Paradise Lost that he 
was "of the devil's party without knowing it" (qtd in Werner 58), together with a Sufi 
concept of Satan: according to some Sufis Satan is not evil but true lover of God who did 
not prostrate before Adam because he thought that to be idolatry. The poem ends with 
Majnoon, yet again, seeking the beloved. Like a possessed lover he asks the wind and 
streams to take his message to the beloved: "Tonight the air has many envelopes/ again. 
Tell her to open them at once/and find hurried notes of my longing/ for wings."(Ali, The 
Veiled 150) 
All's poem from part 1-13 takes us from one realm to another, one culture to 
another, one geography to another; thus becomes a mixture of love, sorrow, rebellion, etc. 
Majnoon's multifaceted or multicultural identity hints towards All's own identity, which 
like Majnoon's is exilic, full of longing, and full of love— both mundane and divine. 
Majnoon's journey is also All's journey from one place to another, from one culture to 
another and like a restless rebel and lover he witnesses a series of events and experiences. 
All's longing for wings is his desire to fly back home, and his mixing of this desire with 
Majnoon's Sufi desire gives his longing a universal appeal which according to Bruce 
King "sounds as much Islamic fatalism as postmodernism" (258). This ultimately makes 
All's nostalgic and exilic consciousness like that of Ishmael-the prophet, which will be 
discussed later in the chapter. 
Given the Sufi elements in the above discussed poem and many other poems of 
Agha Shahid Ali, Amitav Ghosh says about him that he writes in the tradition of Rumi 
and Kabir. (322) However, the statement is critically improper as far as Ali is concerned 
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as AH is only commenting upon the spiritual and there is neither personal mystic way of 
living like Rumi and Kabir nor any such mystic experience. While debating on the 
different aspects of mysticism, Edvyen Underhill makes a distinction between mystic 
experience and mystic attitude. Underhill defined mysticism as "the expression of the 
innate tendency of the human spirit towards complete harmony with the transcendental 
order; whatever be the theological formula under which the order is understood" (8). 
Likewise, Spurgeon says that that the term mysticism has been "irresponsibly applied in 
English" and is "used semi-contemptuous way to denote vaguely any kind of occultism 
or spiritualism, or any speaking curious or fantastic views about God and Lniverse." 
"Mysticism", he further writes, "is, in truth a temper rather than a doctrine, an 
atmosphere rather than a system of philosophy" (Ch I). 
This misuse of the term is quite apparent in the critical assessment of Emily 
Dickinson's poetry to which Agha Shahid Ali has alluded to in many of his poems, 
particularly in The Nostalgist 's Map of America. She is considered by many a mystic as 
her poetry is full of mystical themes making use of symbols which are akin to mysticism, 
besides a great influence of Buddhism (on Buddhist mysticism) or her. (Thackrey 33) 
But some critics like Donald E. Thackery does not consider her a mystic poet but rather 
one with a mystic attitude. He says, "The essence of this aspect appears to be an attitude 
which permeates her poetry, and which I should call a mystic attitude (29)". Genevieve 
Taggard also writes categorically about Dickinson that "She is not a mystic poet..." (qtd 
in Thackrey 30). Richard P Blackmur says about Dickinson's "mystic" poetry: 'It is not 
mysticism itself. It is an attitude composed partly of the English Hymnal, partly of 
instinctively apprehended Puritan Theology, and partly of human sensibility bred with 
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experience to the point of insight." (qtd in Thackery 30). Ali's inclination towards 
Sufism/mysticism is not as acute as in Dickinson; it is far less, rather it seems to be 
mechanical. Dickinson's mystic inclination was due to her Christian Puritan upbringing 
and Buddhist mystical influence. AH, on other hand, has the influence of Eastern 
mysticism, particularly Islamic mysticism, popularly known as Sufism. In the case of Ali 
it is mostly a cultural influence of Sufism. 
Sufism is an English equivalent of Tassawuf which refers to the process of 
attaining nearness to God through some spiritual practices. F. A. D. Tholuck coined the 
term Sufism for Tassawuf in 1821 (Hasan 1). Masoodul Hasan in the introduction of his 
book Sufism in English Literature gives a brief history of the term Sufism and says that 
Sufism has as many definitions as there are a number of Sufis, but hurries to add that 
Islam and Sufism are inseparable and the Sufi always sees himself in light of the Quran 
and teachings of Prophet Muhammad (1-5). Sufism, thus, is related to these spiritual 
realities rather than being a kind of folk tradition related to occultism, spiritualism or 
magic. However, as stated above, spiritual practices are sometimes confused with 
occultism and spiritualism, making mysticism a relative term. It is very true of Sufism 
also, as Patrick Colm Hogan says that Akbar was a Sufi from Chistiyyah order (219), on 
the other hand some Naqhbandi Sufis have declared him a heretic (Burman 20). 
Therefore the term is quite relative; hence Al Hujwari, anil* century Sufi, has divided 
Sufi practices into three categories: 
The Sufi: practices safa (purity); has died to the 'self and 
lives to the Way of Truth ... 
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Mutasawwif: seeks to become a Sufi by modeling 
him/herself on the example of the Sufis. 
The Mustawif is one who imitates the Sufis for the sake of 
personal gain, be it power, money, or worldy advantage, but has no 
knowledge of tasawwuf. (qtd in Baldock 61) 
Given all this relativism, Sufism, however, as a way of living, has had influence 
on whole gamut of Islamic culture, art, architecture and literature. This influence is 
apparent on most of the Muslim writers through the ages. The literature produced by the 
Sufis like Rumi, Attar, Jami has influenced even the secular literature over ages. 
Masoodul Hasan's book Sufism and English Literature Chaucer to the Present Age: 
Echoes and Images gives a detailed account of the influence of Sufism on English 
Literature beginning from Chaucer to the present day, covering writers like Salman 
Rushdie and Doris Lessing. The meeting of the West and Islam began with early trade 
followed by conquest of Spain (1492) and the crusades. This meeting carried some 
knowledge and stories from the Muslim world to the West. Hasan finds proximity 
between some famous English writings and old books by Sufis; like Chaucer's 
Parliament of FOH'/5'(1343?) and Fariduddin Attar's Sufi poems Conference of 
Birds(\\ll); Shakespeare's Fools(1564-1616) and anecdotes fi-om the life of Sufi Mullah 
Nasrudin (13* Century); a story in Addison's Spectator (issue no 94) (1711-1712)and 
Shahabuddin Suharwardy's Awarful Maa'rif (13* century). He tries to see these books 
as influenced by earlier Sufi writers. 
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In the 20* century Sufism was popularized in America by Idris Shah, and the 
writer who was influenced most by his teachings is Doris Lessing. She considered Idris 
Shah her teacher. Her books like Under my Skin and Walking in the Shade give an 
account of a spiritual struggle, besides dealing with a human struggle. She, like 
Dickinson, was highly inclined towards Sufism/mysticism but by no means a mystic in 
the true sense. She once said in an interview, "I have an inclination towards mysticism 
(not religion) even when being political. It is not an uncommon combination" (Galin). 
Sufism, however, as a practice has many things attached to it which are culturally 
followed by the people; though, often missing the essence. This cultural tradition of Sufis 
whichthey carried from the Sunnah or tradition of the Prophet Muhammad has now 
become the cultural tradition of Islam throughout the Muslim world. Since Agha Shahid 
AH grew up in the cultural environment of Islam, therefore, one finds quite vivid effect of 
the same in his poetry. All's early poetry does not have any inclination towards religion 
or Sufism, but his outlook is somewhat that of a skeptic as his "voice cracked on Ghalib/ 
and ... forgot the texture of prayer" (AH, In Memory 21), but in his later poetry the 
mystical influence is quite apparent. Besides this cultural upbringing his interest in Urdu 
poetry (which is highly influenced by Sufism) also shaped his outlook. (Ekram) 
Much of All's poetry is a melange of the Urdu literary tradition and the Western 
literary tradition. Given the Sufi context in which most of the Urdu poetry is written, AH 
could not escape the influence. Urdu language and literature have been strongly 
influenced by Persian literary tradition of which Persian Sufism is an integral part. Urdu 
poets have used a lot of Sufi symbols and metaphors in their poetry. Not only did the 
poets like Mir Taqi, Khuja Dard, Rafiq Sauda, Asgar Gondvi etc. write in the Islamic 
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Sufi tradition, but many secular poets too followed the tradition, even though the subject 
of their poetry was not Sufism. Most important among them is Ghalib who wrote mostly 
secular verse, but some of his couplets dealing with Sufism are at par with the poetry of 
the great Sufi poets like Rumi, Attar and Saidi. 
In "Prayer Rug" Ali apparently describes religiosity of women but that ends up in 
describing a spiritual exercise: "... women's foreheads /touching Abraham's/ silk stone 
of sacrifice..", "... my grandmother/ also a pilgrim/ in Mecca she weeps/ as the stone is 
unveiled" (Ali, The Veiled 41). Similarly in poems like "Cracked Portraits" AH tries to 
look for prayers in the eyes of his grandfather who is described as hashish smoker and 
"reciting verses of Sufi mystics" (Ali, The Veiled 36). In "In the Mountains" Ali refers to 
somebody counting "on a cold rosary/ God's ninety-nine Names in Arabic" (Ali, The 
Veiled 79) in the mountains, and talks about the hundredth which he thinks 'rises in 
calligraphy". "Ninety-nine names", "rosary" and "calligraphy" are important Sufi 
symbols which have a spiritual significance. Ninety Nine names are very important in the 
Quranic tradition in general and Sufi tradition in particular. While commenting on the 
tradition of the Prophet Muhammad that "God has ninety-nine names, one hundred minus 
one; He is the Odd and loves the odd number. The one who numerates them enters 
Paradise" (qtd in Al-Ghazali). The great Sufi Al-Ghazali writes "Perhaps this stress upon 
the odd number is only another indication that the God is absolutely unique in respect of 
His essence, with no other being like Him" (qtd in Al-Ghazali). Likewise rosar> which 
has ninety nine beads is used by Sufis to count the ninety nine names of God. Similarly, 
calligraphy also has Sufi significance; for example, most of the Turkish calligraphers 
were from Sufi orders (Schimmel 242). A Schimmel notes that "Calligraphic devises and 
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mystical interpretations are conjoined from the very first centuries of Islam, and letter 
mysticism developed from the very first centuries of Islam ..." (244). Thus All's 
reference to these Sufi symbols is deliberate. 
For Sufis and Mystics symbols are of great importance, as they find it difficult to 
explain metaphysical concepts in ordinary words As Spurgeon notes, "Symbolism is of 
immense importance in mysticism; indeed, symbolism and mythology are, as it were, the 
language of the mystic (Ch I)." Therefore symbols act as signs for the metaphysical 
concepts which cannot be explained easily. "In order to be a true symbol, a thing must be 
partly the same as that which it symbolises" (Ch I). Baldock notes some symbols Sufis 
use to signify the Divine; they are beauty, cup, wine, tresses, kisses, tavern etc. (77-78) 
All's reference to breaking of idols in the heart is taken by some as referring to 
the breaking of idols in a temple etc. (Ramazani, 104). In Sufism heart symbolizes the 
epicenter of gnosis. When Ali says my "heart is a temple", he is referring to this Sufi 
dictum. Some Sufis refer to the incident, in which the Prophet broke idols of Kaba as a 
symbolic act, and every man's heart is a Kaba and he has to conquer his heart and break 
all the idols there. (Frager) This symbol has also been used as a political symbol to 
represent the rebel and the revolutionary. (Ali, The Veiled 139) 
In Agha Shahid All's poem, "The Veiled Suite" Sufi influence is fairly obvious. 
The canzone is about his dream-vision which talks about the veil and the desire to see. 
The poem is influenced by the Sufi doctrine of Wahdat-ul-Wajoodwhich states that God 
is the ultimate reality and there exists nothing except the reality. The doctrine, however, 
looked upon by some as pantheistic, but refuted by many. 
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The doctrine of Wahdat-ul-Wajood asserts that everything that 
exists can only exist because it is an aspect of Divine Reality, hence an 
aspect of Divine Unity itself. However, Sufi doctors assert that 
although Wahdat-ul-Wajood may be interpreted that Sufism see the face of 
God everywhere, it does not mean that it has reduced God to everything. 
God remains supremely transcendent, even though everything which 
arises and exists resembles him (tashbih). He resembles nothing but 
himself (tanzih) (Wahdat ul Wajod vs Wahdat ul Shahood) 
There is also another concept called Wahdat ul Shahood; given by Indian scholar 
Sheikh Ahmad Sarhindi who has criticized Ibn Arabi's concept of Wahdat-ul-
Wajood (the Unity of being), declaring it a blasphemy. Wahdat ul Shahood or Unity of 
vision states that God is the Ultimate reality and the universe only gives us the signs of 
reality. Another Indian scholar Shah WalliuUah Dehelvi has reconciled the two concepts 
saying that both mean the same thing, and difference is only in the semiotics or a verbal 
controversy. (What is Wahdat-ul-Wajood?) 
Agha Shahid AH echoing this concept Ali puts a question, "Where isn't he from?" 
(AH, The Veiled 23) and to answer it he juxtaposes sky. Vail, Colorado (a state in west 
central United States), Ganges of Varanasi, a holy river from the holy city, desert music 
of French impressionist Debussy, and a "song from New Orleans" (Ali, The Veiled 23). 
Thus hinting towards the Sufi doctrine that God is all we see. Ali uses the image of 
night, abject darkness, fog and veil: all with same colour, therefore, not differentiable. 
Images like "fog", "night" and "veil" heighten the negation of difference, a key concept 
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in Sufism. Saying "For after the night is fog, who'll unveil whom?" AH echoes 13* 
century Sufi poet Malmiid Shabistari, who says: "Thou art like the eye and He the light 
of the eye, / Who has ever been able to see with the eye that with which the eye sees? 
(qtd in Nasr 39)", or what the originator of the concept oiwahdatul wajood, Ibn 'Arabi 
who said, "Glory be unto Him who hides Himself by that which is none other than 
He"(qtd in Nasr 44). Ali says the same thing in these words: "Whether one is one with 
night or agent of night/ I'm still alive, alive to learn from your eyes/ that I am become 
your veil and I am all you see" (Ali, The Veiled 25). Thus All's in the poem talks about 
very crucial point in the Sufi sense which is not touched upon by many people. 
Likewise, migration and travel have a very important connection with Sufism. 
Seyyed Hossein Nasr says about travel that "when one travels with consciousness, one 
realizes that one's home is not a particular street, ones place is not a particular place; it is 
in God; travelling outwardly is supportive of travelling inwardly" (qtd. in Al Ghazali). 
This is quite evident in many of the Sufi writings like that of Fariduddin Attar's 
Conference of Birds in which different birds travel across seven valleys and they find 
each valley with a different name and different setting. This travel ultimately leads to the 
spiritual regeneration. Javed Majeed while talking about Attar's poem notes, "The poem 
also includes an elaborate allegorical geography, divided into different vales representing 
different states of minds and emotional landscapes, which the birds have to pass through" 
(111). However, in the postcolonial age travel and exile have become a necessity which 
may or may not lead to a spiritual realization. This migration from the homeland, as 
discussed in the opening of this chapter, has led to human, economic and cultural 
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relations between these various countries which have made the borders more loose and 
exchanging. This relationship came to be known as transnationalism. 
The term transnationalism was earlier used specifically for the economic flow 
between the countries, but it is now used for migration and diaspora studies also (Pacific 
Migration). The term Transnational was coined by Randolph Bourne "in 1916 to 
characterise an American identity formed through the hybrid collation of diverse peoples 
anticipates current concerns to revise the essentialised status of the nation as the source 
and site of legitimate personhood" (Manning and Taylor 17). Agha Shahid All's concern 
with travel and exile is acute, which is to be seen both at physical and spiritual level, and 
where the former, with his exilic consciousness and diasporic longing, is more prominent. 
The terms transnationalism and globalization are accompanied with cross border 
relationship between various nations; Vertovec writes that "transnational migration is 
inextricably linked to the changing conditions of global capitalism and must be analysed 
within the context of global relations between capital and labour" (Manning and Taylor 
23). He fiirther marks that "transnationalism is a process by which migrants, through their 
daily life activities and social, economic, and political relations, create social fields that 
cross national boundaries (Manning and Taylor 27). 
Agha Shahid All's border crossing gave him the new permanent home and the 
longing for the lost home, which provided a link between the new and the old home. All's 
multiple homes, (be it the primary one in Kashmir, or his stay in Delhi, or the new one in 
the United States), get linked together as he always travels back to his home. While living 
in America, AU would spend his holidays in Kashmir with his parents. The link from one 
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home to another gave him a transnational status, identity and, above all, a transnational 
sensibility. Thus, Ali many times tends to mix up the two different geographies: be it 
seeing Kashmir from New Delhi (Ali, The Veiled 178), or linking various American 
states with Latin American states while describing Indian Americans in A Nostalgist's 
Map of America (Ali, The Veiled 161). This transnational sensibility of Ali is beautifully 
woven together in his poem "Rooms are Never Finished." 
The poem, "Rooms are Never Finished" is a dramatic monologue in which the 
speaker journeys through the rooms, which are themselves in a process of getting 
furnished, and the usher lets us know that he has "brought the world indoors" (Ali, The 
Veiled 279). A dramatic monologue is a type of lyrical poem where a single person (not 
the poet) makes the speech which builds a poem and it is only through the speaker we 
come to know about everything the poem describes. 
The poem, "Rooms are Never Finished," has nine stanzas besides an opening line 
and an end line, and all these stanzas and the two lines begin with the word "in". The one 
man audience is called "in" as the speaker has "brought the world indoors" (Ali, The 
Veiled 261). The speaker of the poem, who is also the usher, makes the listener go 
through the refurbished rooms which are not yet finished. We come to know, as usher 
reminds the listener, that listener was some time back "led through all the spare rooms" 
(Ali, The Veiled 229). Now rooms represent the world and travel begins from China, and 
through China wall and silk route, passing laughing Buddhas and a Chinese lantern. The 
movement is not only the movement in the present but a movement through history. The 
imagery of the poem portrays the movement which suites the travelling poem. The image 
of a galloping horse hints towards the earnestness and speed of travel which accompanies 
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the border crossing; and the speed of time and history: "a galloping flood, hooves iron by 
the river's edge. / O beating night, what could have reined the sky/ in?" (Ali, The Veiled 
280). The listener is led through a suite of rooms, each room representing some area of 
the world. From China rooms take us to Russia passing Ural Mountains of central Asia 
followed by the far country in North where "one longs for all one's ever bought, / for 
shades that lighten the scene"(Ali, The Veiled 280). These rooms ultimately lead us to a 
weepy conclusion where the fate: "... small hands. Invisible. Quick ..." (Ali, The Veiled 
281) do not allow the walls to be mirrors so that the world "in" "would be / mere mirrors 
cut to multiply, then multiply/in." (Ali, The Veiled 281) Thus rooms always remain a 
work in progress: a continuous link between various nations brought together; and history 
and time entangled in fate 
This transnational connection is also found in some other poems of Agha Shahid 
Ali, like "In Search of Evanescence" where he juxtaposes two Calcuttas, of Indian and 
America: "When on Route 80 in Ohio/1 came across an exit/to Calcutta" (Ali The Veiled 
123). Calcutta was the colonial capital of British India and now a metropolitan city. 
Name of the city- like the name of many other Indian cities- has changed to do away with 
the colonial legacy. It is now Kolkata. As Rajghatta notes that "The United States in 
general, and the state of Ohio in particular, seems extremely fascinated with exotic 
places, always naming towns and cities after foreign places" (qtd in Mai 8). Exotic 
fascination makes them to name a place in Ohio as Calcutta. Ali talks about the poem in 
an interview, "What happened when I was en route to Ohio and I saw the sign for 
Calcutta" (Ali, Interview Agha) and he juxtaposed it with the Indian Calcutta, even 
though, as he says, he has never been to Calcutta ( Ghosh 314). Here Ali sees the 
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connection between these two cities and tries to reveal the transnational link between 
India and America. "India always exists/ off the turnpikes/of America" (AH The Veiled 
123). 
"Transatlantic studies", says Manning and Taylor "is by nature eclectic; (8)" 
"transnationalism is often associated with a fluidity of constructed styles, social 
institutions and everyday practices. These are often described in terms of syncreatism, 
creolization, bricolage, cultural translation, and hybridity" (Vertovec?) Agha Shahid 
All's ghazal "Tonight" is one the finest ghazals in the English language. The ghazal 
depicts his plural multicultural upbringing and his internalization of the oriental form, 
and how he fashions it into the new western tradition . One finds all these elements like 
syncreatism, creolization, bricolage, cultural translation, and hybridity associated with 
transnationalism in this ghazal. The ghazal moves from the normal oriental subject of 
ghazal to other western subjects resulting in the melange of different taditions. The form 
and subject are so beautifully merged that it seems that oriental subject, language patterns 
and form is written in the English language. The theme of the ghazal, as is the nature of 
the form, keeps on changing from one couplet to another; it moves from the East to West; 
from one religious background to another; and fi-om love to loss. This mixture or melange 
of two different varieties of something have been extended to various other forms like 
language, culture and politics. In language it has given rise to the terms like creole and 
pidgin. Bricolage was originally used by Levi Strauss to show the relation between 
human beings, animals and things around them, and how various myths originated from 
different societies. "Metissage a form of bricolage, in the sense used by Claude Levi-
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Strauss, but, as an aesthetic concept, it encompasses far more: it brings together biology 
and history, anthropology and philosophy, linguistics and literature"(Prabhu 8) 
The first couplet of the ghazal, "Where are you now? Who lies beneath your spell 
tonight? / Whom else from rapture's road will you expel tonight?" (Ali 374) begins with 
longing and a plea to the beloved. The plea is a typical and prominent theme of ghazals. 
It does not only pave a way for the rest of the ghazal but, thematically, also defines the 
ghazal itself. The opening couplet is a set of three questions put appealingly to the 
uncaring beloved, who is quite similar to the cruel beloved of Elizabethan poetry. These 
questions need no answer, but instead reflect the pain and misery of love. 1 hey are 
apparently not rhetorical questions, but their end result is so: the answer is not to be 
given, for the beloved does not care and thus the questions are a sigh of pain addressed to 
the fellow people. This kind of technique may not be new to the English tradition, but the 
art of rendering is totally novel. In addition, the undercurrent of Urdu tradition is not lost, 
but the couplet is not the translation of some Urdu verse either. It is a confluence of two 
distinct languages which is reflected by the couplet and the whole ghazal. The confluence 
of two traditions gives a different style to his writing, which has been termed as 
ghazelesque. (Singh) Different couplets of the ghazal are written in the same pattern, but 
thematically they are different. Their difference has not only to do with the structure of a 
ghazal, but also the different themes which interest Ali. 
Second couplet of the ghazal 'Those "Fabrics of Cashmere—" "to make Me 
beautiful—"/ "Trinket" - to gem - "Me to adorn— How tell" - tonight?'(Ali 374). Here 
Ali alludes to the second stanza of Emily Dickinson's poem "Me to adorn." The subject 
changes from oriental to the American. 
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Me to adorn — How — tell— 
Trinket — to make me beautiful — 
Fabrics of Cashmere 
Never a Gown of Dun — nor — 
Raiment instead — of Pompadour — 
For me — My Soul — to wear (qtd in Wardrop 95) 
Third couplet of the ghazal, "I beg for haven: Prisons let open your gates—I A 
refugee from belief seeks a cell tonight", (Ali, The Veiled 374) turns the subject from 
Dickinson's spiritual union to Faiz's rebellion and revolution cornered by the enemies. 
Refugee of belief refers to one who has been defeated, not in love, but in rebellion. In Ali 
some times, like Faiz, beloved refers to revolution rather than a woman or any other 
person. In the following two couplets All's subject changes from rebellious love to pro-
Satan stance which is a common stance in many couplets of Ghalib and some other Urdu 
poets. 
God's vintage loneliness has turned in to vinegar— 
All the archangels - their wings frozen- fell tonight. 
He's freed some fire from ice in pity for Heaven. 
He's left open- for God- the doors of Hell tonight. (Ali 374) 
These two couplets reflect not only mockery towards the orthodox view of God, 
but raise some basic questions related to free will and God's will. In Urdu poetry, 
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particularly in Ghalib, this comic way of addressing God is not particularly addressed to 
God, but to the Cleric who paints God as didactic and rigid. The sixth couplet of the 
ghazal has a similar thematic concern. Satan is shown to be the ruler of hell, and heaven 
is said to be quite a cold place where God resides alone. God is feeling cold and it is 
Satan who has freed some fire so that God can warm himself up. Is Ali mocking 
orthodoxy or religious belief, or is he just skeptical about the ordinary persons image of 
God which is opposite to the Sufi version of God where, as already discussed, the 
concepts of Unity of Being and Unity of Vision define the nature of God. It can be any or 
both, given the All's Sufi-Skeptic vision of Islam. This theme in Urdu poetry is 
reasonably common quite similar to Milton's portrayal of Satan in The Paradise Lost. 
Ali alludes to the Biblical story of Elijah and Jezebel. Jezebel was the daughter of 
the King Ethbaal, and one of the wives of Ahab, King of North Israel. She is described as 
a worshiper of the god Baal and the goddess Asherah, and as an enemy of God's 
prophets. She is responsible for many killings. Elijah, the prophet of God, seeing her on 
the killing spree prophesies that she will be killed and the way dogs licked Maboths 
blood (whom Elijah got killed), dogs will similarly lick her blood too. The prophecy 
comes true. Ali does contrary to the Biblical teaching; he sides with Jezebel and damns 
Elijah the Prophet. "Executioners near the women at the window./ Damn you, Elijah, I'll 
bless Jezebel tonight" (Ali 374). Bringing in a Christian tradition in the ghazas is All's 
best example of syncretism and how the subject of Urdu poetry is brought into English 
with Western allusions rather than the eastern one. 
"Lord, cried out the idols. Don't let us be broken; / Only we can convert the 
infidel tonight" (Ali, The veiled 374). The incident, according to Kazim Ali, refers to the 
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incident in Islamic history when the Prophet Muhammad conquered Mecca and removed 
and broke all idols from Kaba. (AH, Kazim). The idols are shown pleading and showing 
their subservience to God, rather than being gods themselves. Here AH is not condemning 
the act nor praising it, but only noting it. In another couplet, "In the heart's veined 
temple, all statues have been smashed. / No priest in the saffron's left to toll its knell 
tonight" (AH 374), the subject shifts from Islam to Hinduism. Saffron is a Hindu colour 
and the couplet has double meaning; plight of priest after the idols have been destroyed, 
and joy of a mystic after he has been able to overcome his ego by destroying the statues 
in his "heart's veined temple" (AH 374). 
In the couplet of the ghazal, called maqta author writes his takhallus or nom de 
plume name. AH in the maqta uses the takhallus Shahid but asks the reader to call him 
Ishmael: "And I, Shahid, only am escaped to tell thee—IGod sobs in my arms. Call me 
Ishmael tonight." Thus AH sees himself exiled like Ishmael. 
Melville's Moby-Dick begins with the sentence "Call me Ishmael tonight."It is a 
kind of command which the narrator gives us. But nobody calls him by this name 
throughout the book. Melville's Ishmael is "a young, white, American man... educated, a 
little stuck up ... He's prone to depression, and when he gets really melancholic - or emo 
- he likes to hire himself out as a common sailor" (Ishmael). All's Ishmael is both 
Ishmael of Melville and Ishmael of Judo-Christian-Islamic tradition; however, Melville's 
Ishmael also carries the legacy of the exile of Ishmael the prophet. The Biblical and the 
Quranic story where Abraham informed his son, Ishmael about the vision he saw in 
which he offered him in sacrifice. Ishmael submits to God's will with patience but when 
the time of sacrifice came God called out at Abraham. "Thou hast already fulfilled the 
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vision!"(The Quran 37: 105), which AH refers to as "God sobs in my arms" (Ali, The 
Veiled 375). God sobs in my arms gives us image of Gods longing and love for Ishmael 
for his exile suffering and patience. Given this Quranic allusion Ali hastens tci add the 
biblical allusion from the Book of Job. "While he was yet speaking, there came also 
another, and said, "The fire of God is fallen from heaven, and hath burned up the sheep, 
and the servants, and consumed them; and I only am escaped alone to tell thee" (Job 1:16 
King James). 
In the echo chamber of this final stanza, Ali commingles Job 
("only am escaped [alone] to tell thee"), Moby- Dick ("Call me Ishmael"' 
and the Job quotation), and Islamic tradition (Ishmael as ur- ancestor). In 
this fiirther example of what I term the dialectics of indigenization, Ali re-
invigorates both the "native" and the foreign, both the Urdu- Persian form 
of the ghazal and the Western modernist mode of mythical syncretism, 
bracing them together through their homologous conjunc-tures and 
fissures. When ghazalified, modernist syncretism, hardly a disabling 
imperial influence, fimctions for Ali as a counterweight to tyrannies closer 
to "home"— t^he religious and nationalist absolutisms that have ravaged 
Kashmir. As required by the ghazal, the poet names him-self (the 
takhallos), but he then gives himself another name, Ishmael—an 
intercultural node in which Judaism, Christianity, and Islam inter-sect, as 
they have in the poem's formal junctures and syncretic la}'erings. 
(Ramazani 105) 
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Thus All's multicultural upbringing and living gives him a pluralistic identity which is 
quite apparent in his poetry. All's genealogical preoccupation which includes the origin 
of his ancestry and their settling in Kashmir form his core identity, and this genealogical 
identity always holds on to him. In the poem "Snowmen", All tries to relook at his 
identity, beginning from his ancestors who migrated from Samarkand to Kashmir. All 
uses the metaphor of whale bones as his ancestors carried "a bag/ of whale bones"( (AH, 
The Veiled 34) which is an heirloom for him. AH is quite intrigued by the absence of 
women in his genealogical map as if they never existed. This he states in an interview 
while referring to this poem'Tm thinking about my ancestry and the lost women in this 
ancestry who we never hear about. I know everything about my father, his father, his 
father's father and so on for nine generations. But I know nothing before my 
grandmother. So I am trying to find these lost women." (Interview, AH Calligraphy). His 
ancestor "froze women in his embrace. / His wife thawed into stony water, her old age a 
clear/ evaporation." (AH The Veiled 34) The women of his ancestry have evaporated 
from the scene as if they never existed. 
All's burden of identity is his heirloom, a treasure and a haunting past demanding 
a responsible future: "This heirloom, /his skeleton under my skin, passed/ from son to 
grandson, /generations of snowmen on my back" (AH The Veiled 34). This burden of 
inheritance haunts AH like anything and AH alludes to the Wuthering Heights, as he says 
in an interview that the image of window, "They tap every year on my window" (AH The 
Veiled 34) is an image taken from Emily Bronte's Wuthering Heights, (KW, Interview, 
Calligraphy) where the ghost of Catherine haunts the house and speaks, "Let me in" 
..."I'm come home" (Bronte 48). AH feels same about his home. Thus, his genealogical 
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identity from Samarkand to Kashmir forms his core identity, and with it be carries 
multiple identities including the peripheral American identity. But All promises to carry 
this burden and even if he is the last snowman, he will "ride into spring on their melting 
shoulders" (AH The Veiled 34). And ultimately, his travel from Samarkand to Kashmir to 
America makes him Ishmael: always in exile longing for home and the bygone lime with 
pain and despair. 
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Chapter V 
Translation and Transcreation: A Critique on Agha Shahid Ali's Craft. 
The chapter will discuss Agha Shahid Ali's technique of writing, various forms of 
poetic styles used by him and his translation of Faiz Ahmad Faiz. AH, as discussed in the 
first chapter of the thesis, was very much influenced by the poetic style of the English 
modernists like T S Eliot and A E Hume. Ali wrote his earlier poetry in free verse and 
modernist tone, but his latter poetry became very much preoccupied with the poetic forms 
like ghazal, canzone, Sapphic stanzas, villanelle and portoum. Besides this Ali uses 
syncreatic language wherein he mixes the English language with the effects of Urdu 
poetry. 
Agha Shahid Ali was bom in multilingual environment and wrote poetry in 
English even though Urdu was his mother tongue. He was bom in India in 1949, two 
years after the end of colonialism in India and grew up in the era of post colonialism 
when writers, philosophers and theorists were trying to grapple with the idea of post 
colonialism. They were "writing back to the empire"; disdaining the power of the centre, 
and trying to revive native culture and literature smothered by the colonial rule. However 
"post" in the post colonialism does not only mean after colonialism; "it could also mean 
around, through, out of, alongside and against (Patke, Post 3)". Agha Shahid Alt might 
have grown in the postcolonial environment but he is not a typical postcolonial writer 
who is there to criticize colonialism and write on its repercussions. He is more of a 
transnational and trancultural writer. However, writers from the third world whether they 
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are committed post colonialists or not have, to some extent, an urge to revive their 
cultural and write about their home. 
One way of reviving ones culture is to alter the colonial language and create a 
writing diction with inputs from the native culture and language. This is usually achieved, 
as Bill Ashcroft et al notes, through abrogation, appropriation, subversion and rejection 
of the Standard language. (32-50) Ashcroft et al writes about some methods involved in 
doing so; they include glossing, parenthetic translation of individual words, 
interlanguage, using untranslated words, syntactic fusion, code switching, vernacular 
transcription etc. (7-11) For Ali it is less of a deliberate act of writing in that style and 
more of his natural way of writing. He had a pluralistic upbringing; therefore, being a 
part of many cultures he writes that way which, as Salman Rushdie says, is the hallmark 
of Indian culture: 
... the very essence of Indian culture is that we possess a mixed tradition, 
a melange of elements as disparate as ancient Mughal and contemporary 
Coca-Cola American. ... Eclecticism the ability to take from the world 
what seems fitting and to leave the rest, has always been a hallmark of the 
Indian tradition, and today it is at the centre of the best work being done 
both in the visual arts and in literature. (Rushdie 67) 
When it comes to the use of language, Agha Shahid Ali seems to have used both, 
Rushdie's mixed tradition and the techniques involved in the abrogation of the language. 
There are four different methods which Ali put into work: translation of Faiz Ahmad 
Faiz, writing "real" ghazals in English, transcreating various phrases, couplets, words etc. 
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and using them in his poetry, and editing a book of ghazals written by various American 
writers. In his poetry one finds a melange of Western and Indo-Islamic culture and 
literature. They are so closely woven that they cannot be separated from each other. 
Talking about this, AH, in his second edition of The Rebel's Silhouette while make a 
comment on the prefatory note of the first edition, writes: 
This explanation reveals any simultaneous love of Urdu and of English. 
Neither love is acquired; I was brought up in a bilingual, bicultural (but 
never rootless) being. The loyalties, which have political, cultural, and 
aesthetic implications, remain so entangled in me, so thoroughly mine, 
that they have led not to confusion but to strange, arresting clarity. (Ali, 
The Rebel xii) 
One of the important aspects of the poetry of Agha Shahid Ali is that he tries to 
foreground his culture through it. In diaspora he tries to recreate his cultural loss and 
share it with the world. Nishat Zaidi notes that "Agha Shahid All's poetry is a serious 
attempt to make his culture known to the world (3)." Likewise, Azade Seyhan in his book 
Writing Outside the Nation writes: 
Transnational writing can potentially redress the ruptures in history and 
collective memory caused by the unavailability of sources, archives and 
recording narratives. By uncovering obscure poetic tradition, discovering 
forgotten idioms and grammars, and restoring neglected individual and 
collective stories to literary history, it introduces hitherto neglected 
cultures in to modem literary consciousness. (13) 
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Agha Shahid Ali steals some moments of his childhood memories and mixes them 
with mature thoughts and this mixing of the old and the new culture creates a hybrid 
identity. One of the important ways Ali does it is by using some techniques used by the 
postcolonial writers. However, as already said, he is not a typical postcolonial writer who 
is engaged in an act of writing back, but living in the post colonial times he cannot escape 
the influence: in the postcolonial world English has ceased to be standard or a "pure 
language but is rather a fascinating combination of tongues welded into a fresh unity" 
(Ashcroft 39). 
One of the techniques used by the postcolonial writers is the abrogation of 
language: the art of altering the standard language which includes technique like 
translation, changing syntax structure etc. They include usage of unrelated words, 
translating native phrases which sometime sound mediocre. One such technique of using 
the untranslated words has been utilized quite well by Agha Shahid Ali. There are two 
types of untranslated words used by writers one which have no English equivalent, and 
second type of words whose equivalent is available. Agha Shahid Ali uses many such un-
translated words like Bhaiya, Bhajan, Insha Allah, Jung etc. "You must write my story/ 
Bhaiya my story" (Ali, The Veiled 262). Ali instead of writing "my story brother, my 
story" he uses Bhaiya. Word Bhaiya connotes lot of affection and love which the word 
brother doesn't although it means the same. There is also a foot note for the word: 
''Bhaiya: The author's pet name" (Ali, The Veiled 262), which, however, is not 
completely right. Thus these un-translated words mean more than what their equivalents 
stand for. Similarly InshaAllah is an Arabic word which means "If God wishes". It is 
used often by Muslims from all linguistic backgrounds and it seems to be a regular word 
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in their language. Ali is using it from that perspective: a regular word, which native 
reader can easily understand. Likewise he uses many words which do not have an English 
equivalent like Jamawar shawl (A special kind of a Kashmiri shawl), bhang (kind of 
opium), Chinar (huge maple tree that grows in Kashmiri), Phiren (cloak used irt winter), 
Ashura (Shia month of mourning). Ali has put all of these words in italics without giving 
the meaning of these words. "The sleeves oi\ns phiren torn" ... (Ali, The Veiled 179), 
"The chinar leaves fall in clusters" (Ali, The Veiled 179), "This letter, Insha'Allah, will 
reach you" (Ali, The Veiled 194), "The Koran ... wrapped in dijamawar shawl" Ali, The 
Veiled 200), "We celebrated Ashura with relatives" (Ali, The Veiled 253). Ashorft et al 
talks about the use of untraslated word used by the postcolonial writers. 
The technique of selective lexical fidelity which leaves some word 
untranslated in the text is more widely device for conveying the sense of 
cultural distinctiveness. Such a device not only acts to signify the 
difference between cultures but also illustrates the importance of discourse 
in interpreting cultural concepts. (Ashcroft et al 63) 
Agha Shahid Ali like many other writers does not provide us with any glossary to 
explain the meaning. This is rightly done so that the non-native readers keep guessing the 
meaning of these words and in turn keep on guessing the culture which these words 
connote. This is an act of mixing the two cultures and the gap in the text shows difference 
and melange of different cultures, and it is an attempt to bring the two cultures at par with 
each other. 
Another technique used by the postcolonial writers is glossing: a technique used 
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for subversion and hybridity which involves a parenthetic translation of the individual 
words; where both the original and the translation are given together and separated by a 
small gap. It is this gap which separates and mixes the two cultures, like hyphen. 
Ashcroft et al furnishes us with an example of "obi" an Igbo word meaning hut: "he took 
him into his obi (hut)" (61). He further illustrates the point. 
The implicit gap between obi (hut) in fact disputes the putative 
preferentiality of the words and establishes obi as a cultural sign. The 
retention of the Igbo word perpetuates the metonymic function of the 
cross-cultural text by allowing the word to stand for the latent presence of 
Ibo culture. The requisite sense of difference is implicitly recorded in the 
gap between the word and its referent, a 'referent' which (ironically) 
accords the english word the status of the 'real'. This absence or gap is not 
negative but positive 'real' (61) 
Agha Shahid Ali uses this techniques at a very few places. "So what make you of 
cosmic background noise? Well, there's the Yoni (Myl) and the ling (Godl)" (Ali, The 
Veiled 368). "If someone asks where Shahid has disappeared/ he's waging a war (no, 
jmg) beyond English" (Ali, The Veiled 362). "On doomsday God asked the pure, "Why 
didn't you sin? /Didn't you trust the best (ar-Rahim) about me?"(Ali, The Veiled 354). 
He differentiates between war and jung by inserting "no" with a comma. It may 
not be typical glossing technique but has similar connotations. Jung means war but it can 
have many other similar meaning. Standard Twentieth Century Dictionary: Urdu to 
English has the following entry: "Jung— war, battle, fight, conflict..." As Ali hurries to 
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add to the meaning of war by writing (no, Jung), he intends to say that, to be more 
appropriate, he is waging jung which is a bit different from war. Here glossing 
complicates meaning of the couplet: he can be in conflict beyond English or fighting 
beyond English and so an. Similarly the best (ar-Rahim) is one of the ninety nine names 
of God. In the Quran when God speaks about sins and forgiveness he calls himself 
Gafumr-Rahim meaning the ever forgiving God. "Rahim indicates that which is 
extremely and continuously loving and merciful... and the One in whom the attribute is 
constantly and [endlessly] repeated" (The Beautiful). Agha Shahid Ali uses the last part 
of it, Rahim and translates it as the best which is not very close to the original, as ar-
Rahim literary means "Ever-merciful". Therefore, Agha Shahid Ali bridges the gap but 
this glossal gap keeps it always open for discussion. Here he brings the Christen concept 
of God and mixes it with the Islamic concept and the gap indicates the similarity and 
difference in the concept. 
Western literature is situated in context of the Bible and the two are inseparable. 
King James Version of the Bible is in itself a literary master piece; likewise, Milton's 
Paradise Lost is a critique on the biblical version of the fall of man. Most of the western 
writers have been influenced by the Bible and they directly and indirectly allude to it, so 
much so that Northrop Frye says that "a student of English literature who does not know 
the Bible does not understand a good deal of what is going on in what he reads"(qtd. in 
Leithart). Agha Shahid Ali also refers to the Bible e.g. in the epigraph of the poem 
"Desert Landscape". "Who hath measured the water/ in the hollow of his hand— Isaiah 
40:11 (160). However, given the Muslim background of Ali, he more often alludes to the 
Quran than the Bible. He uses it in some poems like "Srinagar Airport" which is about 
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the funeral of his mother. "There is not got but God -The Koran" (267). The poem also 
ends with the same words. "There is no God but" (269). Similarly his poem "The Blessed 
word: A Prologue", a prologue to The country Without a Post Office written on the 
atrocities in Kashmir has an a verse from the Quran as an epigraph. This verse about 
apocalypse sets the tone of the prologue and the book: "The Hour draws nigh and/The 
moon is rent asunder.-THE KORAN, SURAH 54:1" (171). Ali gives exact chapter 
number and verse number, and instead of using the word chapter he writes Surah, its 
Arabic equivalent. Likewise, in the poem "Hans Christian Ostro", an elegy on Norwegian 
hostage killed in Kashmir by the Al-Faran militants, he denounces the killing by quoting 
the Koran, "Whosoever gives life to a soul/shall be as if he had to all of mankind/ given 
life" (Ali, The Veiled 236). 
Agha Shahid All's privileging the Quran is less of an act of subverting the Bible 
or the western literary canon, but more of an attempt to bring the two traditions together. 
This helps him to put forth his culture which is shaped by his religion besides other 
effects. Thus he brings two Abrahamic religions, cultures and texts together which is 
more of a cultural hybridization and less of a postmodern pastiche. 
Agha Shahid Ali has also used lot of translated and transcreated couplets of Urdu 
in his poetry. Many times as an epigraph to some poems e.g., in his poem "Form Another 
Desert", which has been discussed in detail in the chapter IV, he uses Mirza Ghalib's 
couplet "Footprints of blood in the path I traveled/Lit up the desert, a track of crimson 
parls."(139) as an epigraph. The poem "After Seeing kozintsev's King Lear in Delhi" is 
about the condition of people around old Delhi which once was the capital of Mughal 
Empire. Thinking of Zafar, he quotes the Emperor-poet who is "being led though these 
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street" (Ali, The Veiled 50). 
'Inexitehewrote: 
"Unfortmate Zafar 
spent half his life in hope, 
the other half waiting 
He begs for two yards of Delhi for burial." (Ali, The Veiled 50) 
Zafar's couplet quoted above is not are couplets but two lines of two different 
couplets of the same ghazal. Ali brings the two together. "Asking for a long life we got 
four days/We spent two in longing, and two in waiting." (Zafarl68, my translation). 
"How unfortunate is Zafar, for burial/ He couldn't get even two yards in the land of this 
beloved." (Zafarl68, my translation). It is a wonderful way of bringing the two couplets 
into one making them succinct without loss in the meaning. Similarly Ali alludes in his 
poetry to a Bollywood film song (246), Kashmiri song (190), Bhajan (25) and Nawah 
(255) etc. Another method which Agha Shahid Ali uses is called the technique of 
syntactic fusion which is done by using neologisms. Ashcroft et al writes about it: 
... successful neologisms in the English text emphasize the fact that words 
do not embody cultural, for where the creation of new lexical forms in 
English may be generated by the linguistic structure of the mother longue, 
their success lies in their function within the text rather their linguistic 
provenance.(Ashcrofl et al70) 
The poem "Farewell" is about the exodus of Hindus (Kashmir Pandiths) from 
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Kashmiri where Agha Shahid AH moms their leaving. It ends with the following lines. "If 
only somehow you could have been mine, /What would not have been possible in the 
world (AH, The Veiled 77). These are the regular lines without inverted commas; they 
echo Momin khan Momin's couplet, How could you not be mine/ Otherwise, what is not 
possible in the word? (my translation).This cannot be regarded as plagiarism as the Urdu 
knowing reader will easily discern the original and the translation; it is there to fit the 
translated couplet in the English language in order to bridge the syntactic and the 
semantic barrier of the two language; therefore, these lines are novel in terms of their 
syntax and idea which otherwise is quite unusual in the English poetry. Amitav Ghosh 
writes about All's line "Mad heart be brave" (206) that "his voice was like none I had 
heard before, at once typical and fiercely disciplined engaged and yet deeply inward...his 
was a voice that was not ashamed to speak in a bardic register I know none else would 
ever conceive of publishing a line like "Mad heart be brave" (2). It can be termed as 
hybrid poetry where the two languages converge to become one, or what Ramazani calls 
the modernist bricolage which is "...the synthetic use ... of diverse cultural materials 
[which] ...has helped postcolonial poets aesthetically encode intersections among 
multiple cultural vectors. (Ramazani 99) Edward Brathwaite in his essay "Nation 
Language" talks about the same subject, although in the Caribbean context, but one finds 
it in Agha Shahid All's poetry. 
Nation language is the language that is influenced very strongly by the 
African model English it may be in terms of its lexicon it is not 
English is terms of its syntax. And English it certainly is not in terms of its 
rhythm and timbre, its own sound explosion. In its contours it is not 
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English, ever though the words as you hear them, would be English to a 
greater or lesser degree? (311) 
Similarly in his translation of Faiz, AH used some phrases and internalized them 
and used their in his regular poetry: "I declared these stains a new fashion/ And want to 
mingle with the guests/At my lovers home" (45-49 my emphasis). "You who wear 
shkts/Ripped at the collars" (50-51 my emphasis). One thing is to be noted that these 
lines are form two different poems. Agha Shahid AH in the poem "From Another Desert" 
writes the following lines which echo these translations. "Cries majnoon:/Those in tatters/ 
May now demand lover/I've declared a fashion/ of ripped collars' (AW, The Veiled, 142 
my emphasis)This by no means copying of his own translation but his art of stealing 
which only mature poets are capable of, as Eliot's famous words remind us: "Immature 
poets copy, mature poets steal." (Eliot) 
Besides using all these aspects, Agha Shahid AH chooses one of the most 
important feature of his culture— ghazal. Ghazal is one of the foremost features of the 
Indo-Islamic poetry as it is not merely written but it is sometimes accompanied b> music, 
chanting and singing; as G.R. Malik would say "In fact Oriental poetry has become 
almost synonyms with the ghazal" (73). Ghazal developed from Arabic poetic genre 
qasida. Qasidas were written abundantly in the pre-Islamic period. It is a form of 
panegyric poetry usually in lyric form praising and eulogizing great men. The first part of 
qasida which is a nostalgic opening is called nisab where the poet reflects on the bygone 
time. A common concept is that the poet follows the caravan of his beloved and when he 
reaches there, he finds the caravan already departed. Nisab later on broke away from 
qasida to become a full fledged genre of its own which came be known as ghazal. Persian 
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poets internalized the form and took it to the great heights and ghazal became to be 
known as mother of all poetic genres. Persian literature produced some prolific and 
everlasting ghazal writers like Hafiz, Rumi, Bedil, Urfl, Saidi etc. From Persian it came 
to Urdu. 
Ghazal like any other poetic genre is both about form and content or subject. 
Since it is new to the Western Literary tradition, therefore, it is important to discuss the 
form of the ghazal. It follows the rhyme scheme aa ba ca da and so on. It can have 
minimum of five couplets and there is no maximum limit. Each couplet of ghazal is 
termed as sher and each line of sher is called misra. Ghazals have a well knit rhyme and 
refrain; rhyme of ghazal is called radif, and refrain is called qqfia. Both radif and qafia 
follow the above scheme aa ba ca and so on. First couplet of a ghazal is called matla, 
where both misras follow the same pattern of qafia and radif. This opening couplet 
declares the pattern that will be followed in rest of the ghazal. Last couplet (sher) of a 
ghazal is called maqta where poet refers to himself using nom deplume or takhalus. 
As already discussed that ghazal broke from Arabic Qasida whose first part deals 
with love and longing, using the metaphor of caravan. Ghazal as per dictionary lexicon 
means the way of mannerisms of women's talk, or to talk about women or womanly 
things. However, lots of themes have got incorporated in ghazal but love continues to be 
its principle theme. Love and longing cannot be separated from ghazal. Agha Shahid AH 
comments about it "It is the cry of the gazelle when it is cornered in a hunt knows it will 
die. Thus to quote Ahmad AH, the "atmosphere of sadness and grief that pervades the 
ghazal ... reflects its origins in this" and in the form's "dedication to love and the 
beloved." (AH, Ravishing, 3). Each sher of two misras in a ghazal is complete in itself: it 
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is an autonomous poem. Second misra of a sher reflects back on the first, completing it 
usually in a strange manner that we are forced re-think about the first line. 
There is no theme or a story in ghazal. One couplet may be serious, another may 
be a joke, third can be philosophical and so on. It is form that holds a ghazal together. Ali 
writes about it "A couplet may be quoted by itself without any way violating a context— 
there is no context as such. One should at any time be able to pick a couplet like a stone 
fi-om a necklace, and it should continue to shine in that vivid isolation, though it would 
have different lusture among and with other stones" (Ali, Ravishing 2 -3) 
Ghazal made its entry into the Western world in the Victorian era, when some 
Victorian men of study, who, according to Aejaz Ahmad, "were not poets themselves, 
nor with "the exception of Fitzgerald, even men of imagination. They knew very little 
about poetry... (Ahmad xix)". Therefore, it could not make a serious impact in the West. 
But, in true sense ghazal made entry in America in 1968 when Aejaz Ahmad published 
Ghazals ofGhalib. Aejaz Ahmad only did the literal translation of the select ghazais and 
provided explanatory notes which were converted in to poems by some well known 
American poets like W S Merwin, Adrienne rich, William Stafford, David Ray, Thomas 
Fitzaimmons, and William Hunt. They did not follow the formal pattern of ghazal for the 
editor had given them freedom to deviate as they wished (Ahmad xxvi). 
This translation inspired some American poets like Adrienne Rich and James 
Harrison to write the ghazals in English. However, these ghazals were not written in 
proper form as they missed the essence, as David Caplan says about Rich that she was 
"jumping between threatening images [and] ghazal's fragmentary argumentative structure 
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..." (49). Likewise Carruth points out "... how could these poets resort to a kind of 
poetry so remote and alien" (qtd. in Caplan 51). Agha Shahid Ali was quite unhappy with 
American writers' misuse of the form of ghazal. "The form has really been utterly 
misunderstood in America, with these free verse ghazals. I mean that is just not the 
ghazal," Ali insisted. "The ghazal has a very strict formal unity, with a certain cultural 
location ... what they call ghazals, those are not ghazals, they simply aren't" (Ali, 
Christine 264-5)." Ali seems to be very strict about the form, rather everything including 
the pronunciation: "so imagine me at a writers conference where a women kept saying to 
me, "Oh, I just love guhzaals. I'm going to write lot of g'zaals," and I said to her, in utter 
pain, "OH, PLEASE DON'T!""(Ali, Ravishing 1). In addition, he refutes Paul 
Oppenheimer's assertion that sonnet is the oldest form still in popular use which dates 
back to the thirteenth century Italy. Ali traces back ghazal to the seventh century Arabia. 
(Ali, Ravishing 1) 
Adrienne Rich's ghazals lack form; therefore, one cannot differentiate between 
the different couplets of the two different ghazals as there is no rhyme and rhythm to 
mark the distinctiveness of a ghazal. The lack of these formal aspects makes these 
ghazals disjointed, therefore clumsy. Ali, on the other hand, is very strict as far as the 
form is concerned, so much so that some of his ghazals appear to have been written for 
the sake of form only. Comparing both, the ghazals of Adrienne Rich and Agha Shahid 
Ali with each other, it becomes clear that the sentence structure of the English language is 
not feasible for writing ghazals with their true characteristics 
Form of ghazal is considered to be very strict which restricts its practitioners to 
give full vent to their thoughts. Scope of ghazal, therefore, is quite narrow. Form of 
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ghazal is so narrow that even the great practitioner of the form like Ghalib acknowledges 
the restriction posed to creativity and imagination. "The scope of the ghazal's narrow 
strait is disproportionate to my passion/ My expression craves for a freer and greater 
expansion" (qtd in Malik 76) But all great artists have compromised with the form and 
produced remarkable poetry. G R Malik notes about it: 
Consequently there is an inherent contrast in the ghazal between content 
and form which breeds a dialectical tension. Coming to terms with this 
dialectical tention constitutes the acid test for the practitioner of ghazal 
form. In the hands of a successful poet, the two dialectical elements 
produce an exquisite synthesis while a lesser artist gives it a mere 
artificiality and lifeless convention. (76) 
Knowing all these complications involved in ghazal writing in the English 
language, why did Agha Shahid AH choose the form? Perhaps, the answer could be what 
he states in the preface to his edited book of ghazals, that he wanted to correct the 
misunderstood form: the ghazal for the Americans. 
Agha Shahid Ali, as already discussed, was highly influenced by Indo-Islamic 
Urdu culture, the language about which he says that "it is the only language know 
whose mention evokes poetry" (Ali, Ravishing 1). Ghazal is an integral part of this 
culture and therefore Ali was acquainted with it from the beginning. Ali's encounter with 
ghazals in formal sense came while he was translating Faiz whom he translated in free 
verse in English. Later on he published two of his ghazals, "Tonight" and "Arabic" in 
The Country with out of a Post Office(1997); and then went on to write a full book of 
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ghazals entitled Call me Ishmael Tonight(2002). AH also influenced and motivated 
various young American and Canadian poets to write ghazals which he edited and 
published under the title. Ravishing Disunities: Real Ghazals in English (2000). 
In this book The Country Without a Post Office{\991) AH wrote two ghazals, 
"Tonight" and Arabic" besides adapting a ghazal from Makhdoom Mohiuddin. In Call 
Me Ishmael Tonight (2002) AH edited both of his earlier ghazals. Earlier version of the 
"Arabic" had radifhnX lacked qafia; new version has both radif and qafia. Changes in the 
form also brought change in the meaning of these couplets but he made them formally 
perfect. For example, couplet from the older version reads, "Majnoon, his cloths ripped, 
still weeps for Laila / O, this is the madness of a desert, his crazy Arabic." New version 
of the same couplet is "Majnoon, by stopped caravans, rips his collars, "cries Laila"/ Pain 
translated is O! more -not less- in Arabic." These changes brought in the new version 
shows his maturity as a poet. He is not only concerned with the perfection of form, but he 
tries to bring the ghazal thematically close to the oriental ghazal. This oriental or Urdu 
ghazal is written in the India style or Sabk-e-Hindi. Nishat Zaidi writes about it: 
The Persian form of ghazal poetry underwent a change when the form 
travelled to India. It came to be written in what is known as Sabk-e-hindi. 
When the form was adapted in Urdu, it drew from Sabk-e-hindi, which is 
defined by its metaphoricity, intertextuality, wordplay, and separation of 
theme (mazmun) and meaning (mana) whereby a poet could use the same 
mazmun for muhiple maani. (Zaidi 58) 
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Agha Shahid Ali has situated his ghazals in this context of Sabk-e-hindi where he 
uses metaphors, wordplay and meanings of the Urdu poetic tradition, but writes it in the 
English language. Urdu language has some cliched symbols and metaphors which are 
used over again, but the genius lies in using them in such a way so that poetry appears 
anew. "The Urdu words such as saqi (tavern keeper) , sharab{ wine), m«/(wine), 
maikhanaiiyj'mQ-ceWer), paimana(cask), etc can be used symbolically in multiple 
contexts to invoke multiple meanings such as divine blessing, beloved's favour, preacher, 
metaphysical experience and so on" (Zaidi 59). 
To achieve this oriental tinge in his ghazals, Ali has adopted many methods and 
most important is the translation and transcreation of the Urdu ghazals and couplets. The 
ghazal "Not all, only a few return" (Ali, The Veiled 270) is an adaptation from Ghalib. 
The adaptation has proper radif hut no qafia. To be more close to the original he has 
sacrificed the qq/ia but unlike his free translations of Faiz or Aejaz et al's free verse 
ghazals, this ghazal has a proper form. Similarly, many of his ghazals have translated or 
transcreated Urdu couplet embedded in between his original ghazal. "I am a mere dust. 
The desert hides itself in me/ Against me the ocean has revlined from the start" (Ali, The 
Veiled 339) is transcreated from Ghalib's verse ''hota hai gard niha me sehra mere hote " 
( Ghalib 208). Likewise, in his oft anthologized ghazal "Tonight" there are two such 
couplets which he has translated into a given frame of qqfia and radif. "God limit these 
punishment days, there's still Judgement Day/ I'm a mere sinner, I'm no infidel tonight"( 
Ali, The Veiled 374) is from Ghalib's "bed chaye hai saza me ukoobat he waste "(Ghalib 
110), and "My rivals for your love- you have invited them all?/ This is mere insult, this is 
ni farewell tonight" (Ali, The Veiled 375) is from Ghalib's "jamah karte ho kym raqibu 
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ko" (Ghalib 26) In some ghazals he has translated the first line of a couplet and changed 
the second: "Solomon's throne was a toy, his judgement mere talk/ Only our sins must 
enshrined from the start"( Ali, The Veiled 339). Translation of the original is "A (child's) 
play is the throne of Solomon/ An ordinary thing is the miracle of Massiah in my eyes" 
(Ahmad 161). 
Thus, by adapting all these methods Agha hahid Ali is able to put forth his culture 
to the world which is embedded in the ghazal. He in his ghazals tries to use metaphors of 
Urdu poetry and juxtaposes them with the western linguistic patters. Bill Ashcroft et al 
write: 
That overlap of language which occurs when the texture, sound, rhythm, 
and words are carried over from mother tongue to the adopted literary 
form ... is something which the writers may take as evidence of their 
ethnographic or differentiating function— an insertion of the 'truth' of 
culture into the text" (51). 
Ghazal, Agha Shahid Ali explains, in the preface to Ravish Disunities: Real 
Ghazals in English, is not a mere poem or couplets with thematic disunity on a piece of 
paper, but something very culturally rooted. It is usually mushaira or poetic symposium 
which is important in the dissemination of this genre of poetry, where the response of the 
audience enhances the beauty of ghazal. Ali has tried to give the cultural context to the 
ghazal, the Indo-Islamic culture. Western readers have failed to understand the true 
nature of ghazal simply because they fail to understand the cultural context. 
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Ralph Russel a great British scholar of Urdu, whose earlier encounter with ghazal 
bewildered him as he couldn't understand it, and put some questions on the aature of 
ghazals. He could not understand "Why is every verse a separate entity?"(108) 
Understanding Urdu meter was out of question. He understood these different couplets 
"not as string of pearls on which are threaded, in apparently haphazard order, pearls, 
rubies, pretty pebbles, and cheap beads of plain and coloured glass, uniform in size and 
shape but not in anything else." (108)These are some of the reasons which hindered the 
understanding of ghazal in America. Russel at the end of his "pursuit of the Urdu ghazal" 
began to understand, therefore, made some striking revelations about the same which are 
very important to understand the nature of ghazal. 
... three things need to be carefully borne in mind: first, that the greater 
part of it [Urdu literature] is a literature medevial in spirit, rather than 
modem, secondly, that it is the literature of a community that has always 
regarded itself as an elite and therefore markedly aristocratic in its values 
and thirdly that it is largely (especially in its poetry) a literature of oral 
tradition... (Russel 112). 
From the above discussion it is clear that ghazal is more than a published poem, 
and understanding it requires good understanding of the cultural context in which it is 
written. One of the most important cultural entities of ghazal is mushaira or poetic-
symposium. Agha Shahid Ali regards it failure of unrhymed ghazals to generate "the 
breathless excitement" which is generated in a mushaira. (Ali, Ravishing 8). 
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Mushaira is a poetic symposium in which different poets get together with 
audience facing them. It is not a contest in which a winner is declared, but they simply 
read the poems. Thus audience would participate fully in this drama of poetry and if they 
like any couplet, they shower praises by raising their hands and saying vah-vah (bravo! 
Wei Idone!), and SubhanAllah (praises to Allah) very loudly. Agha Shahid Ali calls it 
"Vaah-vaahing and Subhan-Allah-ing." If they like a couplet they ask the poet to repeat 
it, shouting Mukarar! Mukarar! (Again! Again!). Therefore in mushaira, like in the 
Brecht's Epic theatre, the audience is not passive but actively participates in the 
completion of the act. However, mushaira or taranum (sing of a ghazal in mushaira) is 
not oral poetry like ballads, songs etc which is usually referred to as illiterate. Qureshi 
cautions us saying that "In Taranum "oral" and "literate" elements are combined. 
(Qureshi 450). This is what makes ghazal somewhat different both from written as well 
as the oral literature. It is melange of the two. Ali attempt is to explain the same and to 
bring the effects of mushaira in the Eglish language. However, the syntactic feature of 
the English language is not feasible to provide the same effect as is the case with Urdu 
poetry. 
Another great contribution of Agha Shahid Ali to the world literature is the book 
Ravishing Disunities: Real Ghazals in English (2000). This is a collection of around 140 
ghazals written by various American, Canadian and other writers, collected and edited by 
Agha Shahid Ali. However, all the contributors are not professional writers; some of 
them are ordinary men interested in poetry and it is therein where lays the beauty of the 
book. It is for the first time that American writers care for the form of ghazal. 
After the publication of this anthology ghazal took a new shape in America. 
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Earlier, as Agha Shahid Ali points out, American poets wrote normal poems and called 
them ghazals; but now these new rules of ghazal writing made writers rethink about the 
form. This traditional form became accepted and the standard of ghazal writing in 
America. Harvard review of the book comments upon the anthology, "for a long time 
now, poets have written ghazals in English, badly. Agha Shahid All's anthology is useful, 
timely and welcome intervention" (Gray 140). 
Almost all the ghazals of the book are written in the proper form, but to say that 
the whole book has been writer for the sake of form would be incorrect as the poets have 
remarkably widened the canvass of the ghazal. The poets follow the chart and 
introduction given by Agha Shahid Ali but they take full freedom with the content and 
approach to the ghazal. Some poets have done away with qafia and only put radij'm their 
ghazals like "Nozzle (110) with radif alone." "A thousand and three in Italy alone/ He 
can't leave women or himself lone."and then follows "home alone", "wakes alone'", "are 
alone "and so on. Almost all the ghazals have titles and most of them are radifs, or some 
important word, but some have titles which describe the mood and theme of the ghazal; 
like Dark Ghazal (Ali, Ravishing 102) where the atmosphere is dark, or K N Daruwalla's 
partition Ghazals (48-49) deals with Indo-Pak partition of 1947. Similarly Rafia 
kathwari's ghazal "In Another Country" is a diaspora ghazal where he is nostalgiac about 
home. Few couplets are note worthy."In Kashmir, half asleep, mother listens to the 
rain/In Manhattan, I feel her presence in the rain" ""Rafiq" I hear her call over tne city 
din/The kettle whistles: my mother's scent in the rain (89)" 
Andrew Macord (62) has translated Ghalib's ghazal "/azw tha ke dekho mere rasta koi 
din aur" and great thing about this translation is that without deviating from the original 
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it has a proper qafia and rac?//which was missing in Aejaz et al's translation or some 
translations of AH himself. Some ghazals truly follow the oriental spirit where one 
couplet is comic another serious and so on. Important feature of ghazal is that one can 
always freely quote couplets from any ghazal but they must be precise, succinct and 
witty. The book has many such couplets which are remarkable and quote worthy. A few 
examples 
Day light, like a poem, fades to end 
The poet is the sun. He leaves. (160) 
He is like a tide. He comes. He gives 
I am always here, life's anchored with me. (174) 
Miniature ghazals by Sara Suleri Goodyear (65) is a beautiful ghazal which reflect back 
on Agha Shahid All's famous poem "Postcard form Kashmir", his poems and "In Search 
of Evanescense" Here she mixes the memories of Agha Shahid Ali with her 
remembrance of the poet. One of finest ghazal of the book is John Hollander's Ghazal 
and Ghazals. It deals with thematic and formal aspects of ghazal. The ghazal deals with 
how Hollander another fellow American poet dealt and experienced the new form. 
For couplets the ghazal is prime; at the end 
Of each one's a refrain like a chime: "at the end" 
Each new couplet's a different ascent: no great peak. 
But a low hill quite easy to climb at the end. 
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Now Qafia Radif has grown weary, like life, 
At the game he's been wasting his time at. THE END. (Ali, Ravishing 76 ) 
There are many other ghazals which have something special and different in 
them. Almost every poet has tried to deal with ghazal the way they liked. Therefore, this 
is not simply a collection of monotonous ghazals written is same order but each ghazal 
has different mood, theme and order. To sum up I quote Christopher Merill: 
Reading this anthology straight through is a fascinating experience- what 
a range of voice and subjects the editor has coaxed into creating 'cultural 
transitions'. It is indeed a testament to the openness of American writers to 
the new and (seemingly) exotic. It is also a marvelous gift to the literary 
world, and it is safe to that nothing will ever by quite the same in our 
poetry. (Ali, Ravishing, Back Cover). 
Besides ghazal Agha Shahid Ali has also experimented with other poetic forms. 
His book Rooms are Never Finished begins with a Canzone, Lenox Hill. Canzone as 
poetic form is difficuh to handle and therefore only few English poets have experimented 
with it. Ali has written three canzones, "Lenox Hill", The Veiled Suite" and "After the 
August Wedding in Lahore, Pakistan." The poet Anthony Heart remarked that Ali should 
be in the Guinness Book of World Record for writing three canzones which no other poet 
has done (Ghosh 319). Canzone is an Italian lyric which literally means a "song" which 
has no rhyme scheme but consists of five key words which determine structure of the 
poem. There are sixty five lines in a canzone, each line ending with one of the five 
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keywords which follows a specific pattern. It is usually written in tragic, elegiac, 
romantic or comic form and ends with a valediction or comment. 
Amitav Ghosh considers "Lenox Hill" to be All's greatest poem (319). The canzone, 
"Lenox Hill" is written in an elegiac mode follows the same structural and thematic 
aspects as necessitated by the traditional rules. It begins with an epigraph in which All's 
mother after an elephant dream says that there is proximity between the sound of sirens in 
Manhattan and the cry of the elephants of a Hun King. A Hun king, Meherkul, conquered 
Kashmir in 6"^  century AD and during a military expedition one of the elephants 
accidently fell down from Pir Panjal Mountains and it's painful and terrible cry delighted 
the sadist King so much that he ordered pushing down of all the elephants available in the 
campaign. Ali refers to this tragic historical incident in the poem and this tragic and 
painful cry of elephants reverberates in the whole poem, both structurally and 
thematically. 
Five key words around which All's canzone is built are elephant, mother, Kashmir, 
universe and die. These key words do not only determine the structure of the poem but 
also subject matter of the poem: "elephant's" pathetic cry, "mother's" death, "Kashmir's" 
tragedy, "universe" which he finds to be under subject of somebody "plump with fate", 
and "die": poem's obsession with death. There is a mutual link between these five key 
words which in turn links the whole poem making it structurally very terse. Talking about 
the structure of the poem, Amitav Ghosh writes, 
In 'Lenox Hill', the architectonics of the form creates a soaring 
superstructure, an immense domed enclosure ... The rhymes and half-
rhymes are the honeycombed arches that thrust the dome towards the 
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heavens, and the meter is the mosaic that holds the whole in place. Within 
the immensity of this bounded space, every line throws open a window 
that beams a shaft of light across continents, from Amherst to Kashmir, 
from the hospital of Lenox Hill to the Pir Panjal Pass. Entombed at the 
centre of this soaring edice lies his mother. (321) 
In the conclusive lines of a canzone all the five key words are put together as is 
necessary by the formal rules. AH in these lines tries to share grief of his mother's death 
and the tragedy of Kashmir, and ends up mothering his homeland, Kashmir where death, 
grief and ill fate show no signs to abate. 
Similarly in the canzone "After the August Wedding in Lahore, Pakistan", Ali builds a 
tragic story of Kashmir on the edifice of five words— pain, Kashmir, glass, night and 
sing where Ali has "filled [the] glass with pain" of Kashmir and in the whole poems he 
sings it in the gloomy night.Qs/iy emphasis) 
... love departs into new pain: 
Freedom's terrible thirst, flooding Kashmir, 
is bringing love to its tormented glass. 
Stranger, who will inherit the last night 
of the past? Of what shall I not sing, and sing? 
Likewise All's, canzone "The Veiled Suite" which has been discussed in chapter four of 
the thesis has similar structural aspects. However, unlike other two canzones which have 
written in elegiac and tragic mode respectively, the poem is written in romantic-mystic 
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mode where he has dealt with the Sufi concept of Wahdatul Wajood (Unity of being). 
Ali has also written a villanelle. The villanelle is a 19-line poem which has five tercets 
and a quatrain. It has two repeating rhymes and refrains. The first and the last lines of the 
first tercet get repeated alternatively in the last lines of the following tercets. In the 
quatrain which follows the five tercets these lines are repeated as the concluding lines, 
the third and fourth line. The rhyme (a b) and the refrain (a' a^ ) scheme of a villanelle is 
a b a / a b a / a b a / a b a / a b a / a b a a . During the Renaissance period Villanelles 
were written as dance-songs in Italian and Spanish usually with pastoral themes. Then it 
came to French and from there into English where some writers wrote several beautiful 
Villanelles like the famous one by Dylan Thomas "Do not go gentle into that good 
night." The theme of Villanelles, however, did not remain the same in English Literature. 
Agha Shahid All's Villanelle is written in the backdrop of the violence in Kashmir where 
the refrain "ruins dissolve like salt in water" and "embellish the slaughter" portray the 
horror of violence in Kashmir. In the last line he juxtaposes the salt and the slaughter 
where he uses the Urdu equivalent of "adding insult to injury" (which is "adding salt to 
the wounds") which makes wounds (slaughter here) very horrible. Thus by altering the 
structure of the last line he combines the figurative and the literal brilliantly to describe 
the real. 
O Kashmir, Armenia once vanished. Words are nothing. 
Just rumors-like roses to embellish a slaughter 
these of a columnist: "The world will not stir"; 
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these on the phone: "When you leave in the morning, 
you never know if you'll return." Lost in water, 
blood falters; then swirled to roses, it salts the slaughter. 
Another important work by Agha Shahid Ali is his translation of Faiz Ahmad 
Faiz, The Rebel's Silhouette. His translation of Faiz has personal and autobiographical 
reasons behind it. His encounter with Faiz was through music and not though the text. It 
was Begum Akhtar singing Faiz in raga that enchanted him and made him familiar with 
the beauty of Urdu verse, particularly that of Faiz. He had strong liking for the both, as he 
says that "Begum Akhtar comes back to me in strange moments, at times unexpectedl>. 
So does Faiz; often they come back together" (Ali, The Rebel's xxiv). Agha Shahid Ali 
thinks that unlike other poets who cloth the word, Begum Akhtar has unclad the words, 
strip them naked and made them transparent like Dacca Gauzes (Ali, The Rebel's x); 
therefore Rag Bahari, Begum Akhtar and Faiz go together in him. His translation, 
therefore, is more of an emotional link with Faiz. 
Agha Shahid Ali has translated Faiz "for a mess of reasons" (Ali, The Rebel"s 
xii): to put forth his culture, and to make Faiz known in the west. (Ali, The Rebel's xii-
xiii). Remembering Faiz, Agha Shahid Ali senses his own diasporic condition and he 
touches his own exile in these translations. "I thought of you writing Zindan-Nama/Or 
prism walls, an cigarette packages,/ And torn envelopes.../ In the free verse of another 
language I imposed each line- but I touched my own exile"(Ali, The Veiled 58). 
Therefore, this personal exile and pain mingled with translation has helped him to cope 
with the Joss in dispora. Rajev K Patke says that "Translations helps the individual cope 
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with diaspora, while diaspora enables a collective past to survive and adapt through the 
individual." (Patke, Diaspora 122) Therefore for these reasons, as already discussed, his 
translation gains an emotional and nostalgic character. However, besides Agha Shahid 
Ali, Faiz has been translated by many other writers; notable among them are Noam 
Lazard, V.G. Kieman, Shiv K. Kumar, Daud Kamal and Khalid Hussan. 
Walter Benjamin talks about the translatability of a text, a specific feature of a 
work which allows itself to manifest in the translation. "Translatability" he says "is an 
essential quality of certain works, which is not to say that it is essential that they be 
translated; it means rather that a specific significance inherent in the original manifests 
itself in its translatability" (Benjamin 16). He further says that it is "by virtue of its 
translatability the original is closely connected with the translation..." (Benjamin 16). 
The poetry of Faiz has this specific quality which allows the original to manifest itself in 
translatability; that is why there are more than ten translations of Faiz in the English 
Language. 
Faiz was a modernist poet or, what Amir Mufti says, "the poet of a late postcolonial 
modernity" (273) who did away with the classical themes of Urdu poetry. However, he 
used the classical Persian and Arabic metaphors and symbols and weaved them into new 
meanings which make them look afresh; consequently he became favorite among the 
both, the literary elite and the masses. As Edward Said notes about Faiz that "His 
major... achievement was to have created a contraptual rhetoric and rhythm whereby he 
could use classical forms {qasida, ghazal, masnavi) and transform them before his 
readers rather than break from the old forms" (qtd in Silhouette 6-7). 
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Given all these lyrical, modernist and translatability qualities in Faiz, there is still 
a need of good translation. Agha Shahid All has translated Faiz in free verse and not in 
metrical style or in ghazal form. What AH aims at in his translation is to bring it near to 
the aesthetics and emotions of the original. Since both Faiz and Begum Akhtar were with 
him, as he had "brought them to America" (AH, The Rebel's xxv) the task was not very 
difficult. Even though, Urdu is Agha Shahid Ali's mother tongue he was not able to read 
and write it very properly. He took help from his mother Sufia Agha Ashraf AH whom he 
acknowledges in the The Rebel's Silhoutte.{x\) She read and explained to him some of the 
difficult words, phrases etc. Nevertheless, his Urdu background was an advantage for 
him. He was aware of both source language and target language and translated it 
artistically. He writes about it. 
My distinct advantage was that I could hear and say the originals to 
myself, as I translated, something Rich and Merwin. Just couldn't do ... 1 
was responding to the sounds of two languages simultaneously. I had an 
inwardness with two languages... I always heard the music of the original, 
and that was fruitful... (AH, The Rebel's xxi-xxii) 
Being a poet himself, Agha Shahid AH has translated Faiz in such a beautiful way 
that the finished poems end up being rather transcreation than translations. Imagery is the 
most important part of it and he transcreates it too. A stanza from Faiz's poem "Tanhai" 
which has been translated by many writers will throw some light on it. V.G Kieman 
translates it as "Put out those candes, take away wine and flask and cup/Close your high 
doors that know no sleep, fasten bolt and bar;/No-one, no one will come now, no-one-
anymore"( 25). And Shiv K Kumar translates it as "Put out the light, /Put awa> the cups 
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and wine/One those doors which kept vigil all night, /Lock then all/Nobody will come 
here now.../No one! (Shiv K. Kumar 28). Daud Kamal translates it "Fill the cups drinks 
to the less/The bitter wine of loneliness/Lock up your slumberless doors, dear heart; /For, 
no one will ever come again" (Daud kamal, 150). Agha Shahid Ali translates it like this: 
Blow out the lamps, break the glasses, erase 
all memory of wine. Heart, 
bolt forever your sleepless doors, 
tell every dream that knocks to go away, 
no, one now no one will ever return (Agha Shahid Ali 9) 
All these translations are quite close to the original but Agha Shahid All's 
translation has a rhythmic beat and is aesthetically most close to the original. What others 
have translated literally as candle or light, he translates it as lamp which is not the literal 
translation, but in translation it connotes the original perfectly. Similarly what others have 
simply put as taking away wine, Ali makes it "erase all memory of wine." Erasing of 
memory does not feature in the original, but in the whole poem the poet struggles with 
the memory which is connoted through metaphors in the original, and its literal 
translation does not connote the same. Likewise, in the line "Heart bolt forever your 
sleepless doors, tell every dream that knocks to go away", words like heart and dream 
have been added and do not feature in the original. Heart symbolizes pain and loss which 
is main theme of the poem, similarly poet is telling passerby to go away, but Ali changes 
passerby into dream which again is emotionally close to the original. 
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Gayatri Charkarvoty spivak's in her essay "The Politics of Translation'" deals 
with the translation from the feminist perspective and writes that the writer who is 
"genuinely bilingual post colonial now has a bit of an advantage. But ...the translator., is 
not strictly bilingual if she merely speaks her native language"(Spivak 404). Agha Shahid 
AH is also not a mere speaker of the native language, although he cannot fully read and 
write Urdu. He has full knowledge of both source culture and target culture. Therefore his 
translation of culture through poetry or poetry through culture is genuine and remarkable. 
As Spivak says that when she translates, she surrenders to the text. (Spivak 398) 
Similarly, Agha Shahid Ali surrenders to the music of Faiz via Bugem Ahktar and the 
two cannot be separated in him. It is obvious from reading some his translations like 
"Yad" which is one of the best ghazals sung by Begam Akhtar. A person who has 
listened to the ghazal in her voice can feel the same in the translation of Ali. 
Desolation's desert. I'm here with shadows 
of your voice, your lips as mirage, now trembling. 
Grass and dust of distance have let this desert 
bloom with your roses. (Ali, The Veiled) 
The poem does not appear in The Rebel's Silhouette but in his book Rooms are 
Never Finished, translated as "Memory". Daniel Jones writes about the beauty of its 
translation in his forward to The Veiled Suite. 
In a later translation of Faiz's ghazal, "Memory" Shahid chose to work 
the poem into Sapphic stanzas of all the things. It was an audaciously 
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intuitive decision, to translate a ghazal... into an adaptation a classical 
Greek stanzas at least as unforgiving as to ghazal itself. The miracle is that 
the finished English poem a heart breaking master price. (AH, The Veiled 
17) 
There are, however, short-coming (miner ones though) in his translation as he has 
translated some words (a very few) wrongly. The reason behind that is his inability to 
read and write Urdu very well. He has misread and misinterpreted some words, for 
example, he translates tanhai as solitude but it should be lonliness. (AH, The Rebel's 9) 
Similarly instead of "woman who sent me a bouquet of flower in prison" (AH, The 
Rebel's 29), it should be woman who sent me a gift of scent in prison. Given all this, his 
translation is still among the best translations of Faiz in English. William L. Hanaway Jr 
in the review of The Rebel's Silhouette writes: 
The translation states that the Reble's Silhoutte is not for purists, and that 
he has had to adjust the letter of Faiz work, especially in the ghazals. In 
my opinion, this is not a defect but rather a virtue, for I feel that he has 
grasper an inner meaning of these poems and allowed them to breathe in 
the sort of, space with which western readers are comfortable. 
The beauty of Agha Shahid All's poetry lies in his use of language where one can 
always find the traces of Urdu. The mixing of the linguistic features and thematic 
concerns of Urdu with English has been termed by AH as "biryanization of English" (qtd 
in Ramazani 606) where he tries to bring, as Mehrotra says, music of Urdu into Engliush 
language, (qtd in Ramazani 606) Agha Shahid AH started from free verse and went on to 
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write his latter poetry in strict forms from Sapphic stanzas, Villanelle, canzone, pantoum 
to ghazal. As Kazim Ali notes that usually poets start with strict forms and end up in free 
verse, in Agha Shahid All's case it is the opposite. (Ali, Kazim) As Agha Shahid writes 
that "If one writes in free verse—and one should—to subvert Western civilization, surely 
one should write in forms to save onQselffrom Western Civilization?" (Ali, Ravishing 
13) However, Agha Shahid tryst with forms does not put him away from the western 
civilization but it brings different cultures and civilizations together. 
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Conclusion 
The thesis has tried to discuss Agha Shahid AH in detail and attempted to discuss 
most of the issues he conversed with in his poetry. Ali belonged to the generation of 
postcolonial poets who wrote some of their poetry in India and most of it in diaspora. In 
chapter I, the thesis has tried to show how Ali started writing under the influence of T S 
Eliot and English Romantics, particularly P B Shelley. This influence, however, was 
short lived and he developed his own style of writing which is a blend of Urdu tradition 
and the Western tradition. All's was influenced by his own Indo-Islamic culture and he 
began to write on subjects like Indo-Islamic music, Urdu language, Muharram etc. Ali, as 
the thesis has tried to show, bears quite resemblance with the poetry of A K Ramanujan 
whose localism, preoccupation with family, and cultural plurality are very much similar 
to All's poetic concerns. However, Ali has not been much acknowledged by his critics in 
India as much as he deserves to be: a very few Indian critics have written on his poetry. 
He is not even included in Jeet Thayil's anthology, 60 Indian Poets. His non inclusion in 
Indian anthologies and critical books has more to do with deliberate marginalization and 
not with the credibility of his poetry. The main reason for this is his concern with Indo-
Islamic culture which is not considered to be a typically Indian culture. Ali, the thesis has 
attempted to show, has been doubly marginalized both at the spatial level (based on 
physical location), as he was an expatriate, living outside India, and he has also been 
marginalized on the societal level also (which includes culture and religion) unlike others 
Indian writers in diaspora. However, Ali marginalization in India has been compensated 
by his acceptance at the international level. He is found in more than fifteen International 
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poetry anthologies including the famous Norton Anthology of Poetry where only three 
other Indian poets have been able to find a place. This is a great achievement. 
Chapter II has dealt with All's relationship with his home, Kashmir. Ali has 
romanticized his home in some of his early poetry with memories hanging around the 
time spent at his home. But with rise of violence in Kashmir All's idyllic Kashmir turn 
into hell, so does All's poetry. Ali shifts his poetry from mere longing for the home to the 
lament of the devastation back in Kashmir. The tone of his poetry becomes angrier and 
lyrical, wherein he witnesses the human rights violations in Kashmir. The thesis has tried 
to read All's letters as an attempt to write to the rest of the world and tell them about the 
silence of media on the gross human rights violations in Kashmir. The poetry becomes, to 
use the phrase of Carolyn Forche, the poetry of witness, a source which records the 
catastrophe in the valley. Ali alludes to many poems which refer to human tragedies in 
various parts of the world like Russia under Stalin, Ireland during Irish war, Bosnia in 
1990s etc. trying to show the sheer height of disaster in Kashmir. The thesis has tried to 
show how his witness poetry and angrier mode turns his poetry in resistance against the 
atrocities, thus his poetry can be read as resistance literature. 
America, Ali second home, features substantially in his poetry. His two books A 
Walk through Yellow Pages (1987) and A Nostalgist's Map of America (1991) are 
concerned with America. Chapter III of the thesis has tried to show how All's concern 
with America is quite different from many other Asian American poets, particularly 
Indian American poets like Meena Alexander, A K Ramanujan, Vikram Seth, Jeet Thayil 
and Vijay Seshadri. He is primarily concerned with the painfiil history of the Native 
Americans in the post Columbian era wherein he laments the loss of Native /American 
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culture and language. All repeatedly uses Emily Dickinson's metaphor of evanescence to 
show the painful history of the Natives. Ali's lament is neither the settler American's re 
reading of Native American history pitifully nor is it like the Native American writers' 
reading of their own history of obliteration; but Ali sees their painful history as a poet of 
loss, who finds its semblance in his own exile and lost home. In addition, Ali parodies a 
few stories of Grimm Brothers, and in so doing he tries to reveal the power structures and 
violence hidden in the fabric of language and discourse. 
Chapter IV of the thesis has tried to deal with the plurality in the poetry of Agha 
Shahid Ali which is the result of his muhicultural upbringing. The language used by Ali 
is many times a melange of his Urdu sensibility and English education. Most of his 
poetry besides ghazals seems to have been written in ambience of the postcolonial terms 
like hybridity, syncretism, creolization, bricolage, and cultural translation. This feature is 
not a deliberate postcolonial attempt, but a natural outcome of his cultural and linguistic 
plural upbringing and sentience. In addition, Ali's Muslim background and his 
upbringing in the culturally rich environment gave him a Sufi sensibility which is, to a 
certain extent, manifest in his poetry. Ali's Sufism is not because of some religious 
sensibility, but because of his cultural upbringing and his influence of Urdu poetry. His 
connection with Sufism, therefore, is mechanical and not deep rooted as there is no 
experience or desire for any experience, but only an emotive feeling. Ali's multiple exile 
shapes his identity which is multidimensional and exilic. Ali's journey gives him an 
identity of Ishmael who lives in exile and this for him is accompanied with loss, pain and 
desire which stamps most of the his poetry, whatever be its subject. 
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Agha Shahid All's ghazals In English Is a remarkable achievement to bringing 
"real" ghazal to America. Ghazal in the West was not known in its true form and subject. 
Agha Shahid All gave true form and shape to the English ghazal. Although he wrote the 
ghazal in English, its form, content and context was truly oriental called Sabk-e-Hindi. 
Even though, language structure of English is not feasible to write ghazals, as it demands 
strict rhyme, rhythm and meter which hold a poem together, still All wrought it well. 
All's great accomplishment is not only that he wrote ghazals himself, but he encouraged 
many young American poets to write ghazals which he compiled in form of an edited 
book, Cal Me Ishmael Tonight. This book of ghazals is in itself a remarkable 
achievement: it shows how this new form was internalized by the western writers and 
they formed ghazals on various themes, of various metrical lengths, and also fiddled, to a 
small extent, with the original form so as to make it a bit different and acceptable. 
Besides writing ghazals All also translated Urdu poet Faiz Ahmad Faiz. All's translation 
of Faiz is a great attempt of translating a poet by a poet. All's translations as compared to 
other translators of Faiz are different and attractive because he transcreated the essence, 
rather than translating the text too closely for its meaning. In addition, the chapter has 
tried to deal with his use of language in his poetry which is a mixture of the musicality of 
the Urdu language and post colonial use of the English language. 
The Thesis is a modest endeavor to look in to various themes and concerns of 
Agha Shahid All; however, it does not claim to have covered all aspects of his poetry. 
There is lot more scope for ftirther research on All which this humble attempt could not 
encapsulate. All can be compared with many poets both new and old to unravel some 
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more aspects of his poetry. He can also be compared with the contemporary Kashmiri 
poets and many other South Asian English and Non-English poets. 
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